COURSE
GUIDE

ENG 817
AFRICAN-AMERICAN & CARIBBEAN LITERATURE

Course Team Dr. Oluchi Chris OKEUGO (Course Developer.
Writer ) Department of English and Literary
Studies, University of Nigeria, Nsukka
Enugu State

Course Editor

Course Coordinator

B
[

NAUN
NATIONAL OPEN UNIVERSITY OF NIGERIA




ENG 817 COURSE GUIDE

© 2022 by NOUN Press

National Open University of Nigeria
Headquarters

University Village

Plot 91, Cadastral Zone
NnamdiAzikiwe Expressway

Jabi, Abuja

Lagos Office
14/16 Ahmadu Bello Way
Victoria Island, Lagos

e-mail: centralinfo@nou.edu.ng
URL: www.nou.edu.ng

All rights reserved. No part of this book may bpraogluced, in any
form or by any means, without permission in writingm the publishen.

First Printed 2022

ISBN:




ENG 817

CONTENTS

Introduction

What You Will Learn in this Course
Course Aims

Course Objectives

Working through the Course
Course Materials

Study Units

Textbooks and References
Assignment File

Presentation Schedule
Assessment

Tutor-Marked Assignment
Final Examination and Grading
Course Marking Scheme
Course Overview

How to Get the Most from the Course

Facilitators /Tutors and Tutorials
Summary

COURSE GUIDE

PAGE



ENG 817 COURSE GUIDE

INTRODUCTION

This course will present a comprehensive surveytha literature
produced by major writers of the black diaspor&larth America (USA
& Canada) and the English speaking Caribbean. dhese will equally
focus on the literary response to the history, s@ctonomic and
political movements during the last three hundredrg and in more
recent trends in Africa-America and Caribbean laitere.

The course consists of 35 units, historical backgdoto Caribbean
literature, historical background to African- Anwan literature,

Caribbean Experience and return migration of thestWkndians,

Postcoloniality and comparative black literaturestoolonial Feminist
Identity and the metaphors of self in African- Aman and Caribbean
literature, the battle against Imperialism, canatian and sexism and
ambivalent identity and self-identity in selecteariBbean works.

The knowledge of the works of major African-Amencand Caribbean
writers in their social, political and intellectuabntext, may be a pre-
requisite for this course. This course guide tgbs briefly what the

course is all about, what you are expected to kimowach unit; what
course materials you will be using and how you wamk your way

through the material. It also emphasizes the nemdtdtor-marked

assignments. Detailed information on tutor-markessignment is

contained in a file to be sent to you in due coufdeere are periodic
tutorial classes that are linked to the course.

WHAT YOU WILL LEARN IN THIS COURSE

The overall aim of ENG 817: African-America & Caloean is to
familiarize the students with the complete processcquainting and
understanding the trajectories in African-Americd& Caribbean
literature.

COURSE AIMS

The course is to equip the students with the kndgéeof the voracious
and multi-dimensional nature of Black Literaturepecially the basic
skills involved in realizing a wide range of liteyagenre in diversified
reading. This aim will be achieved by:

o Describing the central aspects of Caribbean his(stgvery,
colonialism, migration) and discuss their significe,

o Describing the key concepts, themes, tropes, stses$ concerns
of Caribbean literary discourse,

o Providing an overview of the history of anglophoGaribbean
Literature,

o Discussing the scholarly reception of each litetaryt
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o Enhancing research skills and skills in finding aaskessing
teaching materials,
o Explaining the main contributions of Caribbean rhterre to

British and US literary traditions as well as im@&tional cultural
movements such as modernism,

o Producing the teaching materials for teaching Qe literature
(or history) at the college-level, including a syus, teaching
guides, assignments, and lesson plans,

o Producing a shared repository of teaching materials

o Locating and assess online teaching resources #&iblizan
literature,

o Assessing strategies for digital tools for teachi@gribbean
literature.

COURSE OBJECTIVES

To achieve the aims set out above, there are dvebgctives. In
addition, each unit has specific objectives. Thet whbjectives are
always included at the beginning of the unit. Ydwwd read them
before going through the units. You should alwayskl at the unit
objectives on completing the unit to assure yolitbalt you have done
what the unit required and acquired the competsndieaimed to
inculcate.

Stated below are the wider objectives of this ceuBy meeting these

objectives, you should have achieved the entires aifthis course.

On successful completion of this course, you shbaldble to:

o Define and utilize the concepts of diaspora ande,raghile
demonstrating an understanding of the vast appicagnd
complexity of these concepts.

o Produce critical readings of texts from writerstiog¢ Caribbean
that demonstrate an understanding of the esseftahry
processes of meaning making through character,ingett
language, imagery, structure and/or form.

o Analyze how race, ethnicity, gender, sexuality, naiigpn, labor,
and political economy are related to the histordmlelopment of
various African diasporic societies and hence itlegalture of the
African diaspora.

. Analyze the relationships between specific hiswrevents and
contemporary writings.

o Exhibit an understanding of the relationship betwditerary
production and social, political and economic issuacluding,
political and revolutionary movements in the Caeab and
African diaspora.
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o Understand the geography of the Caribbean and mapections
between regional and diasporic social and litenagvements
and processes.

o Identify and apply the fundamental concepts andhoud of
African and African American Studies.
o Identify and discuss important literary figures degts from the

Caribbean and its diaspora.

o Understand, identify, and analyze different defms of
Caribbean identity and culture.

o Understand Caribbean history, culture, and idestiand how
they are represented in literary canons using awedéexts,
cultural texts, and other sources.

o Distinguish the strengths, weaknesses, and poinvieiv in
sources and texts of the course.

) Identify the main argument and focus of an author

o Analyze, compare, contrast, themes and argumenisssac

readings in different historical contexts and genre
o Develop writing skills by blogging and writing pape
o Develop critical thinking and close reading skills.

WORKING THROUGH THIS COURSE

To complete this course, you are required to réadstudy units, read
recommended books and other related materials gouay your hands
on. Each unit contains sedssessment exercises, which you are
expected to use in assessing your understandirigeotourse. At the
end of this course is a final examination.

COURSE MATERIALS
Major component of this course are:

Course Guide

Study Units

Textbooks
Assignment File
Presentation Schedule

arwbdPE

STUDY UNITS
There are thirty-five units in this course. Theg as follows:

Module 1: Historical Background to Caribbean Literature
Unit 1 Slavery in the Caribbean

Unit 2 Abolition

Unit 3 The Post- Emancipation Caribbean

Vi
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Unit 4 Implication on Criticism
Unit 5 Major Writers from the Caribbean

Module 2: Historical Background to African- American and
Caribbean Literature

Unit 1 Fugitive and Ex-Slave Narratives

Unit 2 Harlem Renaissance or the New Negro-Movémen
Unit 3 The Civil Rights Era and the Black Arts Maowent (Black
Aesthetics 1960s-1970s)

Unit 4 The Post Modern Turn in African- Americartdrature and Neo-
Slavery Narratives

Unit 5 Contemporary Writers: The Literary Movements in iédin-
American Background

Module 3: Caribbean Experience: Return Migration d the West
Indians

Unit 1 How to Define Caribbean Literature

Unit 2 Origins of Caribbean Literature and Its EBuan in the
Twentieth Century

Unit 3 First and Second Generation, Caribbean aigitand
Themes of the Works

Unit 4 The Search for Identity

Unit 5 Caribbean Experience and Carly Phillip’s tekary
Relevance

Module 4. Comparative Black Literature and Post-colonialism:
Pillars, Periods and Themes

Unit 1 The Postcolonial Theory

Unit 2 Critical Approaches to Post-colonial Literd exts
Unit 3 Aesthetics of Identity in Post-colonial &rature
Unit 4 The Autotelic Self in Postcolonial Literagu

Unit 5 Multicultural, Hybridity and Migration

Module 5:  Postcolonial Feminist Theory: An Aesthat Model for
African-American and Caribbean Women Works

Unit 1 Time, Change and Women

Unit 2 Feminism and the Black Woman

Unit 3 Womanism and Identity in Caribbean Literatu
Unit 4 Developing a New Multicultural Feminist Meld

Module 6: Representations of Black Womanhood in Afcan-
American & Caribbean Literary Realism

Unit 1 Phillis Wheatley
Unit 2 Zora Neale Hurston
Unit 3 Alice Walker

Unit 4 Toni Morison

vii
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Unit5 Jamaica Kincaid and Audre Lorde

Module 7: Reading Caribbean Writing: A Cross-Culral
Approach to Representations of Selected Caribbean Wvks
Unit 1 V.S. Naipaul

Unit 2 George Lamming
Unit 3 Ralph Elision
Unit 4 Richard Wright
Unit 5 Diriye Osman

The essence of a comprehensive provision of this usito guide and
ensure a painstaking and critical study of the thélmes under each
module. The module and units provide a wide andogafory coverage
of the course contents and course outline of theseo

TEXTBOOKS AND REFERENCES
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Chaney, M. (2007)Fugitive Vision: Save Image and Black Identity in
Antebellum Narrative. Bloomington: Indiana University Press.
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Blackwell.

Hourston, Z. N. (1981)Their Eyes Were Watching God. Champaign:
University of lllinois Press.
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Jacobs, H. (1988).ncidents in the Life of a Save Girl. New York:
Oxford University Press.

Huggins, N. (Ed.). (1976 oices from the Harlem Renaissance. New
York: Oxford University Press.

Hutchinson, G. (Ed.). (2007 he Cambridge Companion to the Harlem
Renaissance. Cambridge: Cambridge University Press.
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ASSIGNMENT FILE

This file contains the details of all the assigniseyou must do and
submit to your tutor for marking. The mark you obtdrom these
assignments, will form a part of the final mark yaul obtain in this

course.

PRESENTATION SCHEDULE

The presentation schedule included in your couratenals gives you
the important dates for the completion of your tut@arked assignments
and when you will attend tutorials. Remember thau ware required to
submit your assignments according to the schedule.

ASSESSMENT

There are two aspects of assignments in this codiise first aspect
includes all the tutor-marked assignments, while #econd is the
written examination.

In tackling the assignments, you are expected plyajhe information
and knowledge you acquired during the course.

The assignments must be submitted to your tutofdional assessment
in accordance with the deadlines stated in theyassent file. The work

you submit to your tutor for assessment account3faffoof the total

mark accruing to the course. At the end of the ssuyou will sit for a

final three-hour examination that will carry 70% thfe total course

mark.

TUTOR-MARKED ASSIGNMENT

Each unit has a tutor-marked assignment. You grea®d to submit all
the assignments. You should be able to do the rasgigts from the
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knowledge you deduced from the course, and infaomatou acquired
from the textbooks.

When you have completed the assignment for eadh semnd it along
with your TMA (tutor-marked assignment) from youwrtdr. Make sure
that the completed assignment reaches your tutoorobefore the
deadline in the assignment file. If you cannot ctatgyour assignment
on time, due to a cogent reason, consult your fotgpossible extension
of time.

FINAL EXAMINATION AND GRADING

The final examination for ENG 817 will be for therdtion of three
hours. The examination will carry 70%. It will castsof questions that
will reflect the type of self-testing practice egise and tutor-marked
assignments you have come across. All areas ofctluese will be
examined.

You are advised to revise the entire course aftetysng the last unit
before you sit for examination. You will find theuvision of your tutor-
marked assignments equally useful.

COURSE MARKING SCHEME
The table below shows how actual course markimgaken down.

Assessment Marks

Assignments 1: Four assignments, best three marks of the fourtsoun
4 as 30% of course mark

Final 70% of overall course marks

Examination

Total 100% of course marks

Table 1: Course marking scheme

COURSE OVERVIEW
The table below brings together, the units the remdd weeks you
should take to complete them, and the assignmieatgdllow them.

Unit Title of Work Week’s Assessment
Activity (End of Unit)
Course Guide 1
Module 1
1 Slavery in the Caribbean Assignment
2 Abolition Assignment
3 The Post-Emancipatign Assignment
Caribbean
4 Implications on Criticism Assignment
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Major Writers from the
Caribbean

Assignment

Fugitive and Ex-Slav
Narratives

D

Assignment

Harlem Renaissance pr
the New Negrd
Movement

Assignment

[N

The Civil Rights Era an
the Black Arts
Movement(Black

Aesthetics 1960s-1970s)

Assignment

The Post-Modern Turn in
African-American
Literature and the Neo-
Slave Narratives

Assignment

Contemporary  Writers:
The Literary Movement
in African-American
Background

U)

Assignment

Module 3

How to Define Caribbean
Literature

Assignment

Origins of Caribbean
Literature and Its
Evolution in the
Twentieth Century

Assignment

[oX

First and Secon
Generation Caribbean
Writers and the Themes
of their Works

Assignment

The Search for Identity

Assignment

Caribbean Experience and
Caryl Phillip’'s Literary
Relevance

Assignment

Module 4

=

The Postcolonial Theory

Assignment

Critical Approaches t
Post-colonial Literary
Texts

O

Assignment

Aesthetics of Identity i
Post-colonial Literature

—

Assignment

The Autotelic Self in
Postcolonial Literature

Assignment

Multicultural, Hybridity
and Migration

Assignment

Xi
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Module 5
1 Time, Change and Assignment
Women
2 Feminism and the Blagk Assignment
Woman
3 Womanism and Identity Assignment
in Caribbean Literature
4 Developing a New Multit Assignment
cultural Feminist Model
Module 6
1 Phillis Wheatley Assignment
2 Zora Neale Hurston Assignment
3 Alice Walker Assignment
4 Toni Morison Assignment
5 Jamaica Kincaid and Assignment
Audre Lorde
Module 7
1 V.S. Naipaul Assignment
2 George Lamming Assignment
3 Ralph Elision Assignment
4 Richard Wright Assignment
5 Dirige Osman Assignment

HOW TO GET THE MOST FROM THIS COURSE

In distance learning, the study units replace thigarsity lecture. This
Is one of the advantages of distance learning: ganu read and work
through specially designed study materials at youn pace, and at a
time and place that suit you best. Think of it aading the lecture
instead of listening to a lecturer. In the same wWwyt a lecturer might
set for you some reading to do, the study unitsy®h when to read
your set of books or other materials. Just as talecmight give you an
in-class exercise, your study units provide exescir you to do at
appropriate time.

Each of the study units are written according tomewn format. The
first item is an introduction to the subject matbérthe unit and how a
particular unit is integrated with the other uratgl of course as a whole.
Next is a set of learning objectives. These obyestiguide you on what
you should be able to do by the time you have cetedlthe unit. You
should use these objectives to guide your studyewWlou have
completed the units, you must go back and checktiveneyou have
achieved the objectives. This habit will improveuy@hance of passing
the course.

Xii
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READING SECTION
Remember that your tutor’s job is to help you. ®ben you need help
of any sort, call on him or her. Do not fail to sio.

1.
2.

10.

Read this Course Guide thoroughly

Organise a study schedule or time table. Referh&o dourse
overview for more detail. Note the time you expddi® spend on
each unit, and how the assignments relate to the. un

Once you have created your own study schedule vdoything
you can to stick to it. The major reasons studéitss that they
lag behind in their course work. If you get intoyatifficulty with
your schedule, do let your tutor know it beforasittoo late for
help.

Turn to unit one and read the introduction anddbgctives for
the unit

Assemble the study materials. Information abouttwioai need
for a unit is given in the overview at the begimof each unit.
You will always almost need both the study unit yra working
on and one of your books on your table at the dame

Work through the unit. The content of the unit litdegas been
arranged to provide a sequence for you to follow.y&u work
through the unit , you will be instructed to reagttsons from
your set books or articles. Use the unit to guideryeading.
Review the objectives for each study unit to confithat you
have achieved them. If you feel unsure about anythef
objectives, review the study material or consulinjutor.

When you are confident that you have achieved a’suni
objectives, you can then start on the next unibc®ed unit by
unit through the course and try to pace your stsalythat you
keep yourself on schedule.

When you have submitted an assignment to your témor
marking, do not wait for its return before startmgthe next unit.
Keep to your schedule. When the assignment is nmetiirpay
particular attention to your tutor's comments, boththe tutor-
marked assignment form and also on what is writbenthe
assignment. Consult your tutor as soon as possiljleu have
any questions or problems.

After completing the last, review the course angppre yourself
for the final examination. Ensure that you havei@gd the unit
objectives (listed at the beginning of each uniiyl dhe course
objectives (listed in this Course Guide)

FACILITATORS/ TUTORS AND TUTORIALS

There are eight hours of tutorials provided in suppf this course. You
will be notified of the dates, time and locationtleése tutorials, with the
name and phone number of your tutor, as soon asag@wallocated a

xiii
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tutorial group. Your tutor will mark and comment gour assignments,
keep close watch on your progress and on any difies you might
encounter and provide assistance to you duringcthse. You must
mail your tutor-marked assignments to your tutotl weefore the due
date (at least two working days are required). Thdlybe marked by
your tutor and returned to you as soon as possilenot hesitate to
contact your tutor by telephone, e-mail, or dismurs®oard if you need
help. The following might be circumstances in whycu will find help

necessary.

CONTACT YOUR TUTOR IF:

) You do not understand any part of the study unitthe assigned
readings

o You have difficulty with the self-tests or exerdse

o You have a question or problem with an assignmeniy tutor’s

comments on assignment, or with the grading ofssigament.

You should try your best to attend tutorials. Tisighe only chance to
have face to face contact with your tutor and as&stjons which are
answered instantly. You can raise any problem emeoed in the
course of your study. To gain the maximum benefdmf course
tutorials, prepare a question list before attendimegn. You will learn a
lot from participating in discussions actively.

SUMMARY

ENG 817: African-American & Caribbean Literaturenply explains

the historical background of African- American &@drean literature,
and its surviving contributions and roles in themparative black

literature. By the end of this course, studentsukhbe able to answer
guestions bordering on:

The Hispanophone, Anglophone, and Francophone iegadstorically
connect the entire Caribbean through the proje€tsnodernity and
empire; and in the present former colonies hawengtmigration flows
to their former colonial power.

The writing in African-American and Caribbean lature reflects how
Caribefios created new cultures, languages, anditidsrthrough their
survival and resistance. This course examinesfijgrand sometimes
understudied writers and their contributions toiklagan literature and
diasporic literature. The students will also ledrow intersectional
oppressions affect people’s daily livelihoods andwhthe social
constructions of race and gender, for examplenamessary points of
inquiry. In this course students will learn how awhlism and
modernity still affect the Caribbean and how peoplearious islands of

Xiv
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the Caribbean and its diaspora (in the U.S.A. amglahd, for example)
negotiate empire, post colonialism, identity,gaage, culture gender,
and notions of home. Etc.

The course is a captivating course that requiremcious grip and
diversified skills and comprehension. This coursas been well-
designed and constructed to equip the studentsthwtbe multi-faceted
components. Happy reading!

XV
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MODULE 1
INTRODUCTION

The Hispanophone, Anglophone, and Francophone iegadstorically
connect the entire Caribbean through the proje€tsnodernity and
empire; and in the present former colonies hawengtmigration flows
to their former colonial power. This need to migtateelings of non-
belonging, experiences of oppression and discrimmnaand cultural
hybridity are realities Caribbean migrants shardie Twriting in
Caribbean literature reflects how Caribefios createsv cultures,
languages, and identities through their survivall aesistance. This
course examines prolific and sometimes understudhgigrs and their
contributions to Caribbean literature and diaspbtgcature. While this
Is an introductory segment, students will alsorelaow intersectional
oppressions affect people’s daily livelihoods andwhthe social
constructions of race and gender, for example naessary points of
inquiry. In this course students will learn how awhlism and
modernity still affect the Caribbean and how peoplearious islands of
the Caribbean and its diaspora (in the U.S.A. amglahd, for example)
negotiate empire, identity, language, culture, aotions of home. This
course also examines how diaspora influences Gaaibbivelihoods
and experiences which is reflected in writing. Thexperiences shed
light on what it means to be a product of diaspbmay the legacies of
colonialism, imperialism, and modernity affect @Mean nations and
people, and how migration is natural— although gomnes forced. It is
anticipated that the students will develop an usideiding as to how the
Caribbean nations are similar in many ways but alsique and
dissimilar.

Objectives
At the end of this unit, you should be able to:

(1) Identify and discuss important literary figures dagts from the
Caribbean and its diaspora.

(2) Understand Caribbean history, culture, and idestiand how
they are represented in literary canons using as@déexts,
cultural texts, and other sources.

(3) Identify the main argument and focus of an auttAnalyze,
compare, and contrast themes and arguments a@agmgs in
different historical contexts and genres.
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MAIN CONTENT

The history of the founding and settling of the iBbean has
implications for the societies that have emergeallowing the
accidental “discovery” of the place in 1492 by Gtopher Columbus,
the Caribbean environment has been a fertile grédanevriters whose
recreations and explorations of their locale asswmafy examining the
relations between the land, the people, the psgdl dimensions of
their situations prefigure their determined streggl survive, and bond
together as ways of defining their humanity andnidig This course
examines this peculiar history of the Caribbeanvall as its attendant
effect on the criticism of the literature of thaea. It also highlights the
various literary responses of the individual wstef this region to these
historical realities.

The history of the Caribbean is peculiar. It does @volve gradually
and naturally out of a remote mythological and aesiogical past, but
begins abruptly with the “discovery” of the Bahamis 1492 by

Christopher Columbus. This abrupt beginning has Hedorians like

Eric Williams (1970) and literary artists like V.8laipaul (1969) to
assert that the Caribbean is merely a geograpleigatession which
lacks a noteworthy history. Naipaul, in particulelgims that the West
Indies is a sterile, static, manufactured sociatg do the accidental
nature of its discovery and the brutal mode of pation and violence
among the colonizing forces. Many Caribbean sckolaave also
concluded that the area is “historyless” and umjike proceed further
than its crude and violent beginnings. AccordindNeapaul, “history is

built on creation and achievement and nothing waated in the West
Indies”, (1969, p. 39).

This lack of creation refers to the dearth of moeuts, libraries and
other visible public amenities other than the remmaf old plantation
houses and memoirs of the slave experience. ThepEan colonizers
regarded the area as one whose economic potentts to be fully

exploited, but not a place to settle in permanentlyis was why the
plantation system was entrenched and thence, tbéfepation of

absentee landlords who enjoyed the fruits of thedour outside the
West Indies. And so, he problem with West Indiastdrly does not lie
solely in its mode of discovery as there was digopgroblem of jealousy
and in-fighting among the colonizers who were saglinded in their
guest for quick self-profit.

Initially, Columbus thought that the West Indies ukb open up a
lucrative trade route for Spain. Also, becausehefproliferation of gold
body ornaments on the Bahamans he had met, Colucadmatuded that
there was an inexhaustible supply of gold to baiokd from the West

2
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Indies. Thus, his primary interest was the econarpoitation, and not
the improvement of the area. Later on, it was disoed that the gold
supply was finite and the colonizer’s attentiomgd to the large-scale
cultivation of sugar which was then a highly lucratcrop.

At all times, the European presence in the Caribb@as primarily
motivated by selfish economic considerations. Bseaaf this, they did
not hesitate to undercut one another and eventsakk all inhumane
means of obtaining a steady supply of easily regabte labour for the
effective cultivation of their plantations.

The West Indies can be referred to as an artifjciateated society
because with the exception of the indigenous Ingia@pulation which
was largely swiftly exterminated, the inhabitantghe Caribbean either
migrated or were forcibly transported there. Whils tconglomeration of
people of different races and religious beliefs waitth different motives
of being in the Caribbean, it was difficult to dea common Caribbean
ethos, especially, given the fundamental ineqeslitcreated by the
institution of slavery.

During Columbus’s second trip to the Caribbean 493, he brought
Spanish domestic cereals, vegetables, fruits agdrstane to the West
Indies. It is therefore; correct to regard the Wasdians as an imported
people in a largely imported environment. The eadyd Ilater
imperialists in the Caribbean had the sole motiveexploiting the
natural, mineral and agricultural resources ofdhea both for personal
benefits and for the good of their various motrarntries.

The lure of gold, sugar and slaves thus precigtateperialist forays

into the area by Spain, Portugal, Britain, Franod the Netherlands.
Each of these imperialists fought to obtain a abersible share of the
Caribbean wealth. And this gave rise naturally icaqy, double-

crossing, brutality and lack of cohesion amongpgbeers. Each group
of Europeans had its own language, religion andtipal allegiances.

They were also constantly engaged in the bid téeptmr expand their
territories and so had little opportunity or neex éxert a unified

political and cultural control over the non-Europgmpulation.

Furthermore, the Europeans’ inability to imposeaamon creolised
cultural ethos on the slaves who were also multiscal in origin was

exacerbated by the imperialists’ lack of interest the continuous
spiritual and physical welfare of the Islands atslimhabitants. As a
result, the Negro slaves were largely left to egadllieir own cultural
expressions and value systems based on vestigddfaient African

traditions, various European influences and comintesponses to the
new milieu.
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Slavery in the Caribbean

The Spaniards who were the original imperialiststiie Caribbean
already had a system of slavery which made it é&asthem to resort to
this method of procuring labour for their mines ghantations. Several
sources of labour, including aboriginal Indians, itethslaves and

convicts labour were sought before blacks were ginbinto the West

Indies. Negro slavery was initiated by the kingsplain on September 3,
1501 and began with the transportation of numbérShwistian negro

slaves from Spain to the West Indies. African sliade began shortly
afterwards.

The mining of gold and to a greater extent, thealisry of the great
economic potential of sugar-cultivation in the wiorharket precipitated
the institutionalization of slavery in the West iesl Plantation slavery
began in the 16th century and from that time onwatlde fortunes of
the Islands were greatly influenced by the pricesofar. Also, the
requirements of the sugar industry determined #uweire of the West
Indian population.

The cultivation of cane was highly capital-and-labotensive. The
more sophisticated and efficient machines for eting sugar were
expensive and the crop itself was highly perishaidlech meant that it
had to be processed shortly after harvesting. Alke, planting and
harvesting of cane required considerable labourthadmanufacturing
process was arduous. The production of sugar oecanomic scale
therefore, required a considerable initial finahoatlay and a large
cheap labour force. Negro slavery provided easigilable and
replaceable unskilled labour. It also led to a ¢®ann the racial
composition and social structure of the Islands.

Under slavery, the humanity of the blacks was msgively eroded,
especially with the arduous work hours, stringergngities for
absenteeism and the promulgation of slave codeshwbave legal
sanction to slavery. These codes deprived the slaf/¢he freedom of
movement and the simplest exercise of their frdetmdr instance, they
could not marry without their masters’ permissiaguld not own
property, were considered to be moveable properg eould be
punished even unto death by their masters.

This brutally indifferent method of slavery, coupleith the racial and

cultural diversity found in the West Indies and tthieplacement and
dispossession experienced by the African slavepelelto rob the

Negroes of a sense of historical continuity and leesed the lack of
control over their lives. It also gave rise to sydychological traumas
as alienation, rootlessness, inferiority complex #me creation of the
colonial mentality. The cultivation of cane wasghthe basic reason for
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the institution of slavery and had important inflaes on the Caribbean
psyche, such as the engendering of the isolaticmigiook and an
endemic and crippling sense of provincialism, &limbhich are difficult
to eradicate from the 21st century Caribbean migntal

Tutor-Marked Assignment
1. Discuss the history of Caribbean background antelessance in
Caribbean literary works.

2. How does slavery contribute to the history and apmaking
experience in Caribbean tradition?

3. How does the cultivation otane relate to the institution of
slavery in the Caribbean psyche?

Abolition

There were three basic reasons for the abolitioslafery: economic,
political and humanitarian. By the 19th centurye tultivation of sugar
in the British and French West Indian colonies was longer

economically viable because cheaper sugar wasnaiia from India

and Brazil. Sugar producers in the colonies dismxvethat they
produced sugar at a greater cost than its sellimge,pthus making it
difficult for the plantation owners to make proéfter caring for the
needs of the slaves.

Politically, the abolitionist move was part of thecreasing global
moves by the industrial bourgeoisie against theddnaristocracy, such
as the French revolution of 1789 and the victoryh&f North over the
South in the American civil war.

On humanitarian grounds, slavery was considerechéght of man’s

inhumanity to man and so, such figures as Williantb#f/force sought
the legal end to the institution of slavery. Abiolit Acts were passed in
Denmark in 1803, Great Britain in 1807, France 12 and Holland in
1818, while slavery was legally abolished in thatifin colonies in

1833, French colonies in 1848, and Dutch colomek363.

Tutor-Marked Assignment

1. What were the basis reasons for abolition of skaweCaribbean
tradition?

2. Discuss the humanitarian grounds on the issueavksy in the
Caribbean background?

The Post-Emancipation Caribbean

The post-emancipation period did not usher in imatedfundamental
changes in the lives of the slaves. Financiallgytere ill-equipped for
freedom, yet many preferred to survive through sidsce farming or
seasonal itinerant labour rather than work longréidor meagre wages
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in the plantations of their erstwhile masters. Téngated a vacuum in
the labour force which was later filled by the naigon of indentured
Indian labourers to the West Indies. This wavesajfration started in
1838 and ended in 1924 within which period apprataty half a

million Indians migrated to the Caribbean. Thigadiuced new racial,
linguistic and cultural complications into the ady diversified West
Indian society. The Caribbean thus, became a detistia society

where social status was predicated on skin pigrtientaand people
were divided into exclusive water-tight colour camments. This
situation intensified the psychosis nurtured byeasge of racial and
cultural void or inferiority which began with th&asery.

Education in the early period of colonial rule veesigned to impart the
rudiments of reading, writing and moral instrucgdo the blacks. That
which was initially organized by the missionarieadarscored the
subordinate and acquiescent status of the negvises;vis their white

masters. Later on, the blacks were tutored in gordistory, literary and
musical traditions and even the value system of Nfetropolis was

imposed wholesale on them.

The blacks responded in several ways, which indudee total
acceptance of foreign values which pre-supposeegation of one’s
racial roots. There was also the rejection of Westealues and a
nostalgic attachment to vestiges of folk tradition,a judicious blend of
the best of both cultures. This situation gave tséhe creation of a
plural society.

The post-emancipation West Indies was thus, stohgly under foreign
domination through colonialism. As a result, thesgists in the
Caribbean a complex situation created by the engst@nd interlocking
of two different sets of cultural values. There asforeign derived
metropolitan culture which is mostly seen amongupper and middle
classes and the black Creole culture which contamasy African-
derived elements and is practised mainly by theeloslasses. Thus, the
various social classes act and think differentlgt ane class is elevated
and aspired towards, to the detriment of the offiee. upper and middle
classes speak Standard English, contract legalagaes and practise the
religion and culture of their former European mest&he lower classes
on the other hand, generally speak the Creole adjaéagage in fetish
practices such as the worship of gods like Shaggtd, and Ifa and
usually do not contract legal marriages.

The Caribbean has, therefore, been described lasah gociety made up
of people displaying different modes of behaviond avho are held
together by economic reasons, rather than by asainkelonging to a
common culture. This divisive unity was the resiltifferent responses
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and modes of adjustment to the void created byodsgssion. The slave
ancestors had been dispossessed of their motherdanttforced to live
in an alien and hostile milieu in which they werada to feel racially
and culturally inferior. This deep-seated sensefariority and lack of
confidence became intensified by the focus of daloeducation which
encouraged further amnesia and shame about theaAfrpast and
pushed the blacks towards accepting Europe as good.

There have therefore, been various literary resgmons the realities of
the Caribbean historical experience. Some writespecially, white
West Indian writers are apologetic about this mst&ome reject the
West Indies and claim Africa as their spiritual lgrwhile others reject
the concept of Africa and take their cues from BPperoThe various
writers also hold different concepts about Westidndhistory. They
generally act as spokespersons of their societyeyTanalyze and
interpret societal ills and consistently endeavtumake the people
aware of their endemic shortcomings and seek pesdnd enduring
responses to the milieu.

And so, there is in Caribbean literature the predamce of the
alienation theme in various forms: homelessnesglassness and exile.
It is a situation of being a part of what you coulot become. So, the
primary cultural commitment of Caribbean writersneens the search
for identity and self-discovery. George Lammingaléses this situation
as paradoxical since it insists on roots and restless; home and
homelessness at the same time. The fragmentedenatuhe society
gives the West Indian an acute sense of exile aeduse the literature
of this area reflects and attempts to come to tevitisthe consequences
of colonization, Edward Baugh describes it as "o@lb literature”,
(1978, p.13). Caribbean literature then, was telmaite a new ethos and
identity. It established the West Indian identity @ifferent from the
European, and neither is it African, Chinese nalidn but a strange and
pleasurable mixture of all these. The writer in tew World then, is
engaged in an attempt at articulating a truenebgiog.

Tutor-Marked Assignment

1. The wave of migration started in 1838 and endetbi4, during
the Post-Emancipation Caribbean. Discuss the asiazoncerns
of Post-Emancipation Caribbean.

2. What was the characterized educational subjectviiasttutored
during the Post-Emancipation Caribbean? Discusmeitely.

3. What is the new ethos and identity Caribbean liteea
celebrates? Discuss.
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Implications on Criticism

Bearing the burden of this debilitating history aedvironment, the
criticism of Caribbean literature has often beamgiced. Primarily, the
criticism encapsulates an attitude which sees thiens expressed by
the writers as "pessimistic”, especially with rebsw Naipaul's works.
As artistic mediators of their locale and historiexperience, the
argument seems to have been that the unrelievedmglof their
circumstances, the apparent absence of any congrathoral centre,
makes the only logical, possible, realistic pottna absurd, depressing
and hopeless. For instance, commenting on the busfl@ depressing
West Indian history, Rose Acholonu observes thla¢ 'lehumanizing
influence of colonization... is as damaging assipermanent" (1987,
p.78). An important implication of this observatimthe view that the
Caribbean man cannot live down the problem of iredascculturation.
However, contrary to the above assertion, time erehts have proved
that the Caribbean man can evolve a new imageeimitdern world out
of past and present experiences and thus, transt¢esdalien
environment. The emergence in the first place aftbaan literature as
distinct from European, African, Chinese or Indig@rature is a step in
the positive direction and shows that the Westdndias a future. As
Derek Walcott points out, history is not only thtich is celebrated by
"ruins of castles and forts but is also the chrenaf the past of the
common man and his deedsthe fisherman with his mongrel walking
on the beach" (Brodber, 1983, p.13). Creative hys&dso accounts for
the present and projects into the future. Walcotitioues: "you who
feel the pain of historylesness, look at the waaktgrns, the dances, the
dreams, the songs and the memories of your fomf@tlanalyze these
and you will be writing your history" (Brodber, 188p.3). Walcott also
advises that it is the duty of the West Indian tsgess his land, tame
and cultivate it and finally produce something orad, for the West
Indian "behind all his roles and faces, possessepassibility of a rich,
complex and an integrated self which is his byuartof his exile"
(Hirsch, 1979, p.285). As Gerald Moore notes, Vere if the West
Indians had created nothing else, they have cértaneated a people”
(Moore, 1969, p.8). Walcott insists that it would &bhorrent to him to
say "l wish we were English again” or "l wish were/@frican again”,
that the reality is that, one has to build in thestMndies (Hirsch, 1979,
p.285).

Walcott's position became vindicated when in 1982gbt the world's
highest literary acclaim by winning the Nobel Prige literature, a feat,
which was repeated by Naipaul a few years lateis, ®part from being
a reward and recognition of individual excellenisealso a celebration
of Caribbean literature, and since literature isekebration of life, the
Nobel Prize indirectly proclaims and recognizesil@aan life as valid
and authentic. And so, quite contrary to the clémat history exerts a
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definitive influence on the creative imagination,ig evident that the
Caribbean man can live down the vagaries of histony transcend his
alien milieu.

The terms "Caribbean" and "West Indian" are uségrchangeably by
many people in discussing the literature of thidipalar portion of the

earth. However, "Caribbean” embraces the literatuedl the languages
of the areall English, French, Spanish and Dutchbut by “West

Indian”, it is meant only the writings of thosedstl and Mainland
territories where English is the official languaged the chief medium
of literary composition. In this study, therefoflgy "Caribbean" it is
meant the literature of the English- speaking Gmdm, otherwise
known as West Indian literature.

Tutor-Marked Assignment

1. Discuss the critical pains Caribbean Literaturel fwal criticism.

2. Discuss the predominance and influence of Walaudt Idaipaul
in Caribbean literature.

3. Simply explain the intersecting bond between Cadrb and
West Indian.

Major Writers from the Caribbean

While the major writers from the Caribbean are Renéalcott, Edward
Brathwaite, V.S Naipaul, Samuel Selvon, George LamgnRoger Mais
and Michael Anthony, others include V.S. Reid, @da Patterson, Earl
Lovelace, Jean Rhys, Martin Carter, Geoffrey DraytaEdgar
Mittleholzer, Merle Hodge, Zee Edgell, Alvin Benpdkrrol John, John
Hearne, H.D. Delisser, Jacques Roumain, lan Mcdiorlaiseph Zobel,
Denis Williams, Simone Schwarz-Bart, and Glissaatts St. Orner.

It is important to note that the Caribbean autrares of the belief that
servitude to the muse of history can only resultititerature that is
sociological, self-pitying and full of revenge. Tam, history is fiction
which is subject to the vagaries of memory and ,tlogens to mis-
interpretations or re-interpretations. He, therefagnores the claim that
history exerts a definitive influence on the creatimagination and
rather conceives of the New World Negro as an “Atawmho has
suffered amnesia of the past and is therefore, tremove forward in
time and have a new life for himself in his New \l[doPoet, dramatist
and Nobel laureate for literature, Walcott's puddiiens includeT-Jean
and his brotherg1970), Dream on Monkey Mountai(1970), TheSea
at Dolphin(1970) and several volumes of poetry.

Edward Brathwaite, another writer from the Caribbdmwwever, sees
the task of the Caribbean writer as being the nétatlon of the

colonial mind through making the West Indian acdefk ways, music
and orature and more importantly, shape these ghinp a tangible
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literary tradition from which other writers can drainspiration.

Brathwaite believes that the black man who rejasacial memory is
doomed to endless migrations and rootlessness §edsican neither
define himself in terms of an attachment to Africenr in terms of
Europe which exploits and manipulates his life. tHerefore, suggests
very strongly a recapitulation of the past, butcsirthis, according to
him might not be easy and will involve the excawatiof painful

memories, Brathwaite does not hold out any readgasy solutions for
the dispossessed New World black. Tdreivants (1973) which is a
trilogy is one of his major publications.

Often referred to as the prophet of doom, (Richat@®91, p.32), V.S.

Naipaul sees the history of the Caribbean as arm&duvoid which is

characterized by brutality, sterility and lack akilsle achievements.
According to Naipaul, "history is built on creatiand achievement and
nothing was created in the West Indies" (1969, .43

A dominant feature of Naipaul's writing is the peestion and
exploration of characters who are either failurescause of their
inability to express and realize their full potadj or characters who are
charlatans and mediocre but who, nevertheless pageipitated into
success by the sheer mediocrity and formlessnesheokociety. To
Naipaul, the Caribbean is a place which delibeyatinies itself his
heroes and is incapable of recognizing and nuiuairistic potentials.
Also, the diverse groups of people who inhabiti8iands in Naipaul's
view are not bound by any sense of belonging tocufteire. As a result,
there is the creation of the formless, casual $pomth haphazard
standards and the emergence of the confused, unatogated man
who is helpless and cast in a sterile and unfriefedidscape. His works
include: A Bend in the rivef1979),A flag on the islang1969),An area
of darkness(1968), Guerillas (1975), In a free state(1971), Miguel
street(1974),Mr. Stone and the knight's compani(i®63), The mimic
men(1967), Thesuffrage of Elvira(1969), The middle passagd 969),
A House for Mr. Biswagl969) andl'he Mystic masseil971). Clearly,
Naipaul is the most prolific Caribbean writer.

The direct opposite of Naipaul's vision is Samualv8n's. As a writer,
Selvon's historical sense is informed by his omimivision of man's
ability to transcend the drawbacks of a debiligjoast, hence, his being
referred to as the "optimistic visionaryparexcellence"(Acholonu,
1987, p.87). Selvon’s fictional world centres arduhe life, customs,
beliefs and speech patterns of the peasant WestninHe reveals the
strengths and weaknesses of this world and progepisssible blend of
the best of both West Indian and Western ways asidbal way of
coping with a changing contemporary world. Selvonsistently shows
that without a fundamental attachment to the berafiaspects of

10
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folkways, the West Indian, whether in Trinidad dor@ad is liable to
become adrift. He also shows that an inheritedesehsacial prejudice
is detrimental to progress in the modern world prmjects a future in
which West Indians will be able to ignore raciaffelientiations and
work for the general good. This vision is conveyedstly through his
fiction which includes:An island is a world(1955), Moses ascending
(1984),Moses migratind1983), The lonely Londoner&l989), Ways of
sunlight(1979),A brighter sun(1979), andlurn again Tigei(1979).

George Lamming’s vision is similar to Brathwaitelske the latter,

Lamming believes that history is continuous anddeddalient lessons
for the contemporary society and that without aitp@s recapitulation

of the past, the contemporary Caribbean will bebisao respond
positively to his milieu. And so, an intimate caoottavith the past is
necessary in order to chart the path of future y@egy This vision is
conveyed through his the castle of my ski1953).

Roger Mais is another renowned writer from the Klagan. Mais’'s
fictional world is specifically that of the urbaisgossessed in Kingston,
Jamaica, but his observations about human life angéversal.
Accordingly, Mais sets his novels likehe hills were joyful together
(1953) andBrother man(1974) in urban slums in Kingston, and exposes
the lives of the yard-dwellers in all their stadqualid, deprived and
dehumanized horror: they are rootless, hopelesgallred, poor, and
have broken homes. They also engage in all formmafl laxity. At
the same time, Mais shows the possibility of thestexce of positive
emotions and intentions in this world. And so, ficional world is one
of paradoxes in which defeat and success, slothrahgtry, piety and
lawlessness, caring and hatred exist simultaneodddys projects that
man is trapped in a tragic world of continuous erffgs and reversals.
Man's actions, Mais maintains are without appareaisons and his
fortunes are at the mercy of an abstract, indiffeeend often merciless
universal force called "fate". But directly conyap this is the author's
conviction that man holds the key to his salvatard that the very
existence of the paradoxes of experience testitiethe possibility of
man improving himself in the face of tremendoussodélindamentally,
therefore, Mais's vision is that in their confrdida with an implacable
and unpredictable fate, the urban dispossessegediMest Indies need
to rely on themselves and seek redemption eithem frwithin
themselves or within their group.

Another popular writer from the Caribbean is Michaethony although
his works generally avoid the exploration of conpemary socio-
political issues and also rarely reflect a wellidefl sense of
commitment to the future of the West Indies. In sharies inCricket in
the road (1965) andThe year in San Fernand(973), the author

11
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highlights different facets of traditional life isuch a way as would
imply that he advocates the upholding of the valiethis world while
grudgingly acknowledging the inevitability of thecursion of Western
values. He projects a vision of a traditional amdcpcally untouched
West Indies which West Indians must be encourage@ppreciate.
Anthony appears to consider the writer's respolityibes being
predicated on his obligation to make West Indiawsra of the inner
beauty and integrity of the traditional milieu. Gewqguently, his
presentation of this world is simplistic, idealistand precludes any
intense critical analysis of the merits or otheemd traditional life so
that while being aware of the inevitability of clg@y Mais does not
appear to be actively engaged in preparing Wesamsdor the positive
and negative repercussions of this change. Ultimagathony’s vision
centres on the assumption that the attachment aditibnal roots,
irrespective of their drawbacks is the most viabkans of confronting
incipient change. He also suggests that the dewtnuof this traditional
way of life or abdication from it would be tantanmbuo metaphorical
death. His other titles includg€sreen days by the rivefl1973), The
games were comin@977) andAll that glitters(1983).

Conclusion

The profuse exploration so far, has provided hexdees a critical
discourse embodying the peculiar history of thelitman as well as its
attendant effect on its literature and criticismcs Caribbean literature
Is also to some extent, a response by the indiVieuders to the
historical realities of the area. It is evidentth@ assertion that history
exerts a definitive influence on the creative inmagjon (as it is argued
by some scholars), the Caribbean man can live dihwenravages of
history and transcend his alien milieu.

Summary

Since Caribbean literature is largely a responstheyndividual writers
to the historical realities of the area, Derek Wtldelieves that the
West Indian must move towards refashioning the gmesThe West
Indian, Walcott believes, must overcome the sersmferiority and
lack of cohesion which is the heritage of disposieesand alienation.
Walcott also tackles the issue of the West Ind@mlty to at least two
cultures: one, indigenous, and the other, foreldm.maintains that for
true nationalism to exist and for the authenticilisan personality to
emerge, one cannot adopt one culture to the negfl¢lose other. Walcott
consistently blends elements of the two culturebisnworks and even
attempts to re-evaluate certain aspects of coldwstbry.

12
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Tutor-Marked Assignment
1. Discuss four prominent influential biographical ters from
Caribbean literary background.

2. What is the subject matter of Walcott's works asaan
Caribbean society?

3. Caribbean literature is a response by the individugers to the
historical realities of the Caribbean society. ibysir contradict
this claim with your plausible response.
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MODULE 2: HISTORICAL BACKGROUND OF AFRICAN-
AMERICAN LITERATURE

INTRODUCTION

African- American literature as a course, exploties major genres,
themes and criticisms which compose the literay @antural traditions

of African Americans. Selected oral narrativesagssslave narratives,
poetry, short stories, autobiographies, drama awéla will be critically

studied. Attention is given to historical, culturahd socio-political

backgrounds. It emphasis will be placed on the isigapfluences of the
island'’s rich mystical heritage and on questiongasonal identity. The
effects of slavery, African cultural survivals, atie role played by the
English, French and Spanish colonials, white cieolaulattos and
blacks in forming the cultural mosaic of the islamitl be studied.

Objectives

The objectives of this unit is to make us see titaillustration and
elucidation will be given in order to have a cleard unambiguous
knowledge and understanding of themes and thowlgwsloped by the
Black writers. Writers have their own viewpoints ne@ering the
history, society and political set-up of the periodhe present topic
encompasses the analysis and interpretations of Hhistorical

background of African American writings.

Main Content

The African-American literary tradition implies tleailture and tradition
of suppressed people. The suppressed and oppnessple of African
American race and society are placed in the liyesaritings of the
writers. The writers exhibit the plights and patladsthe people with
their artistic and creative expressions in the fasmplays, poems,
fictions and stories. The creations are well recaphin the intellectual
scenario of the world.

The African American writers are socio creativassst It is an artistic
form directly emanated from the collective socialaion in which the
Afro-American found himself. It is directly conneck to the historical,
economic, educational and social growth and deveéoyi of people and
as such maintains a unique position in the liteeatd world.

The socio-creative art is what the black writergdprinto existence
when they sit down to reflect. They ponder on tlggievous situations.
Their artistic expressions are the results of tlsep thoughts and
critical analysis of their tragic circumstanceseifiives and their art in
the same struggle and every black writer is a prbdad part of black

14
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community. When he addresses his audiences, he baillin part
expressing the life and needs of their communitjre Tirame of
reference to which he relates is his community.yTéw® what they are
because of their peculiar nature of the peoplé@ficountry.

Before understanding the origin of African Americhterature, it is
important to know the main issues of that periode Tssue of race and
tensions of color pushed African Americans to usiivg to establish a
place for themselves in that community. The Engéshtributed to the
issue of segregation. They had developed the idéasferiority and
distinction through drawing on preconceptions rdoia images of
blackness and physical differences between thepwaples (Bruce 02).
Those negative images were created by English aghees and traders
who visited the African Continent. The literaturead at that time in
England offered a negative portrayal of Africansl aimeir ways of life.
The Africans were described as brutal and ugly [ge@). Early in the
18th century, laws excluded the testimony of thackl in court
especially in the South. In several colonies, tiee black paid punitive
taxation and were prohibited from owning propeity.Virginia, some
blacks lost the right to vote .They were broughaiast their will and
many wives were separated from their husbands ae \given to
others (64).

African Americans were given different names likeolored’ ‘Negros’
‘Black’ and ‘African American’. In fact, African Amrican literature
embodies novels, poems and plays showing the st#tuace as a
whole. The writers’ works reflect their identiti¢g/arren 05). African
American literature presents a wide range of wggifirom the colonial
period to the present. It is related to differemerary periods: The
colonial period (1746-1800), antebellum period @8865), the
reconstruction period (1865-1900), the protest muamt (1960-1969)
and contemporary period (1970-present).

The Colonial Period (1746-1800)

During the colonial period, African-American lit¢éuae represents the
divided self of Africans who were forced to go tolanial America
.They were lost between their home land and thair ilentity. Some of
them survived and the others died because of siskaad suicide. In
1700, Sewall declares that “It is likewise most éamable to think, how
in taking Negros out of Africa, and setting themrehehat which God
has joined together men do boldly rend asunder; Ntem their
country, husbands from their wives, parents fromidoén” (Bruce 17) .
One of the captured slaves who were transportezblmnial America
was Wheatley. In her writings, she focuses on thetrast between
slavery and freedom (Jarrett 22). Due to the issu@acism, many
African-American writings were not recognized ashaatic works such
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as Frederick Douglass and Harriet Jacobs. Throuwggiryy sermons,
letters and slave narratives, African Americanrditere of the colonial
period was a means of breaking the bonds of sldweNew England,
those slaves who were close with their masters’ili@nexchanged
stories and experiences with the audience. Thegritbesl their lives
before slavery in Africa and their daily activitieBhey portrayed the
suffering felt by husbands and wives separated feach other as well
as the separations of brothers from sisters anldrehi from parents.
Those stories suggest a kind of awareness of sheessof slavery
(Dickson 20).

Most slaves adopted the religion of their mastetsclv played an
important role in early African American literaturéThe religious
concerns of early African-American writers refledtte in puritan
America which dictated that literature be usedeitved as a means of
moral instruction” (77).

During the colonial period, African-American slavegre prohibited
from learning some skills such as reading and mgitiThus, they used
their creative abilities such as songs, folk tahel aral storytelling to
talk about slavery. These works incorporate thdediaof early black
Americans (Smith &Jones 07).

During the American revolutionary war (1775-178k@th Americans
and Black soldiers participated together to fidifet British. They wanted
self-rule, equality and freedom. African-Americanitesrs of the period
such as Wheatley Lucy Terry Prince, George MosesoAdackled the
status of African Americans and asked for freedoomf the British

tyranny (07). They discussed white Americans ‘aelfl not slavery.

The issue of slavery and the revolutionary warttethe development of
African American writings. Their poems and lettegflect the African-
Americans’ suffering.

The African-American literary tradition implies tHact that African-
American culture is the culture of suppressed peophe history of
African- American people is marked with slavery 1261865) which is
characterized by continuous dehumanization, hunaha racial
segregation, and exploitation.

African-Americans were viewed as people with nadmg no cultural
heritage, no tradition, and no identity in white @mnca. For centuries
Europeans and Americans advanced racial theoriasf@fority, this
ascribed African- Americans to the lower specied @mnored their
ownership of cultural, ethic, and linguistic valués an interview, one
of the leading contemporary African- American aughd oni Morrison
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states that prejudice and racism against AfricareArans has had two
purposes: it has been a distraction against rezognihe unfair class
differences in the country, and it has united aseAcans all other
immigrants, who can claim to be white and therefpaat of the

mainstream simply because they are not black (san;i 2008, 53).
However, according to Morrison, America would na fwhat it is

without the presence of blacks. The writer beliettes America was
“incoherent” without the inclusion of African-Ameans’ contributions

to the forming of the nation, its history, langualiferature, and culture
(Christian, 2000, 75). She presents a similar virelwer book of essays
on the presence of blackness in American litera®aging in the Dark

(1992) in which she is trying to prove that Africsm is an inseparable
part in defining Americanness. Thus Morrison viellack American

history as the history of whole American experie@®rrison, 1993,

14).

Slave trade was greatly related to racial prejuli@nd racial

segregation. Although in 1865 slavery was abolisiredmerica, the

South was still governed by white politicians. Kiuk-Klan, an

organization established in 1865, oppressed andrized the blacks.
Racial inequality and stereotypes were imposedlloaspects of Black
Americans’ lives-education, literature, music, &tack women had to
face a twofold struggle because they suffered batral prejudice and
sexual abuse by the white masters and black mafesan-American

women treated as slaves were depicted as animdlprastitutes, and
this treatment created the imposed derogatory inmhd&ack Jezebel.
Likewise, the numerous literary portrayals and ttremnt of black-

skinned people as the “Other,” as failing to liye to the standards of
“normalcy” of white people by imposing negative mews and

stereotypes on them, were meant to legalize hieicak racialized

system and justify oppression in a white hegemémuterican society.
The negative stereotypes which defined and objedtihem and which
were internalized by many African-Americans (duritfte years of
slavery until, roughly speaking, the Civil RightsoMement and the
Black Power Movement in the 1960s) were their rafumborn

depravity, laziness, carelessness, irresponsipiligggressiveness,
illiteracy, docility, physical ugliness, and the&di In addition, Black
women’s allegedly uncontrolled sexuality, their g@asate nature was
used to justify Black women’'s sexual exploitatiomhus the

objectification of Black Americans and their intalzation of the

stereotypes imposed on them allow one to speaktabdracialized”

identity of African- American people.

Tradition advocates essential values, verbal anittenr monuments,

which defy time, and are passed from one generatmoranother.
Tradition also has a correlation between presenaif cultural heritage
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and its innovation. Literary tradition is made efcurrent themes and
forms of expression, whereas innovation and expartencan only be
recognized against the tradition and manifestsifitderough the
principle of intertextuality (Uzieliey) 2002, 1-2).

The African-American theorist, critic and writer kg Louis Gates, Jr.
claims that intertextuality is central to the AfaicAmerican tradition.
He emphasizes similarities of African-American gxspecially genre
forms and linguistic models which fall into thesaditions, since writers
have the tendency to read and revise the works tloérowriters.

Therefore repetition, careful study of previoustardl heritage, is
reflected in the process of signifying, which martke essence of
African-American literary tradition. However, Gatgses on to claim,
repetition and revision occurs with a signal diéfiece. Signification
manifests primarily through hidden textual meaniagd is loaded with
parody and pastiche, which in their turn corresptmdnotivated and
unmotivated Signifying respectively. The authorueg that traditional
African-American texts have double formal antecéslethe Western
and the Black, which gives double-voicedness toicAfr-American

literary tradition (Spikes, 1997, 44).

In African-American culture there is a link betwettre past and the
present, a combination of cultural memory, the &n experience and
cosmogony (the origin of the universe, or a seidefs about this). In
the United States, the African tradition and exgrece was modified by
the Christian one, a new type of culture and ltteeawas being formed.
Uzieliere states that the intentions to define Afro-Ameriddarary

tradition have always led to contradictory questiosuch as: what is
uniquely Black or American about the literatureBigick authors? What
is the Black protagonist's identity — is it Amencaor African-

American? What is the African-American identity?Black literature of

a racial or a more universal nature? What doesesamto be Black in
White America? Therefore, at the heart of the Blexgerience there is
the problem of double-consciousness (UzieljeA002, 10). In the
history of the African- American literary traditiothere are two
opposing cultural theories regarding the problemdeonfronted. One
theory is “integrationist” and argues that the Rlaman must strive to
integrate into the American experience; it choge#arity of American

values over the Black ones. The other theory cemsithtegration as
iImpossible because America is not a homogeneoustrgoto integrate

into. Thus they speak in favor of group solidargyhnic independence
and the “negritude.” Historically, the African-Amean writer has

always oscillated between these two aesthetic ig®o6Gates remarks
that the African-American tradition, unlike almostery other, “was
generated as a response to 18th and 19th c. atlegdhat persons of

18



ENG 817 AFRICAN-AMERICAN & CARIBBEAN LIFHRIRE

African descent did not, could not, create literatu(Rivkin, Ryan,
2004, 987).

As an academic area African-American studies @rserged during the
1960s. Ethnicity and race appeared as an importewt approach to
literary study in the late 1960s and early 1970&inerica. Writers of
different ethnic minorities — African-Americans, iA8 Americans,
Native Americans, and Hispanic Americans — wereceamed with the
problem of representing the experiences and tres Inf the “others”,
those who had been marginalized. Writers of matsrdry genres
reflected on the conditions of the life of ethnim@rican minorities in a
society that was dominated by white supremacy. @he@ars witnessed
the rise of previously “silent”, marginal groupsachcterized by racial,
ethnic, gender, class differences as well as byaereferences. There
are a few noticeable periods of African-Americaerhry tradition: the
early period (18th c.—early 1920s); the Harlem Fs=@ace (1920-
1940); the Civil Rights Movement and the Black Afsr Black
Aesthetic) Movement of the 1960s and 1970s; a padémm moment in
African-American literature (roughly speaking, taed in the 1970s
and continues to the present day). One more camspsctrend within
the body of African-American literature is Africakmerican women’s
literary tradition, the flowering of which in thé@Z0s and 1980s scholar
and critic Joanne Braxton characterized as the d#merican
renaissance” (Stein, 2009, 14).

Fugitive and Ex-Slave Narratives

A study of African-American literature and cultushould be started
with the analysis of the African-American oral titexh (which includes
work songs, rhymes, jokes and riddles, spiritublags, legends, folk
tales, in which they reflected on their own circtamges as an enslaved
group, the “call and response” of spiritual leajlensd slave narratives
(autobiographies, recollections, memoirs) which hadconsiderable
influence on its formation, and which “comprise oné the most
influential traditions in African-American literatel and culture, shaping
the forms and themes of some of the most celebatddcontroversial
writing, in both autobiography and fiction, in thmestory of the US”
(Gray, 2012, 126).

Narratives by fugitive slaves before the Civil Waard by former slaves
in the post-bellum era are essential to the stuidsild8th and 19th c.

American history and literature. Autobiography bmeaa dominant

literary genre in the 18th c. In the US, “narrasived the escaped slave”
rose to prominence in th&8lecade before the Civil War.

In defining the slave narrative, Gates claims thgrafted together the
conventions of two separate literary traditione hovel of sentiment
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(confession) and the picaresque and became itdavwn(Spikes, 1997,
50). Another great influence upon the slave nareatiaccording to
Gates, is the American romance, as like in othereAcan romantic
modes of narration, the language of the slave taerés primarily an

expression of the self, a conduit for particulaggrsonal emotion
(Spikes, 1997, 59). Thus the slave narrative &gty genre combines
elements of the novel of the sentiment, the picaresand the American
romance. Generically the slave narrative can beelinto a variety of
forms — from 17th c. captivity narratives and 18thautobiography to
the domestic novel of the 19th c.

The general pattern of the slave narrative — aowdcof the life or a
major part of the life, of a fugitive or former gt (written or orally
related by the slave himself or herself) — documenitthe slave’'s harsh
conditions of life under slavery, the physical, @dsylogical, moral, and
spiritual damage that he suffered from white “Cinais’ slaveholders,
his acquisition of literacy, a certain crisis (tungp point) in his life and
an eventual escape from the slavery and the Soesftri¢tion) to the
freedom of the North (opportunity) which (a journgythe North), in
the words of Gates, is a leitmotif in these textsh® “evolution of
consciousness within the slave — from an idenstpm@perty and object
to a sublime identity as human being and subjespgikes, 1997, 48).
The vast majority of slave narrativagles have the subtitle of “Written
by Himself or Herself; as their authors felt authorship was important
for their white readers of the mid-nineteenth detacy and the ability
of independent literary expression were powerfulysvéo dispel the
main proslavery myth that slaves were incapabl@adtering the arts of
literacy. Also, in America of the middle of the hat. literacy was a sign
of social prestige and economic power.

Many slave narratives have prefaces (sometimes ndpes) and

introductions by white amanuensis to prove thatltlaek narrator has a
good character and is reliable as well as to drenr¢ader’s attention to
what the narrator will reveal about the abominatiohslavery, and very
few 19th c. narratives have a preface by a pergoifrican descent.

However, in both cases the prefaces seek to cortfienveracity of the

narratives that follow them. Despite their simitarrative features, the
slave narratives have differences of the narratogsperience,

geographical situation, public recognition etc.

Morrison claims that they range from the advenpaeked life of
Oloudah Equiano’s The Interesting Narrative of the Life of Oloudah
Equiano, or Gustavus Vassa, the African, Written bliimself (1782)
to the quiet desperation éfarriet Jacob’s (Linda Brent's) Incidents
in the Life of a Slave Girl: Written by Herself1l861);from the political
savvy of Frederick Douglass’s Narrative of the Life of Frederick
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Douglass, an American Slave, Written by Himsg|l845) to the
subtlety and modesty ddenry Bibb’s Life and Adventures of Henry
Bibb, an American Slave, Written by Himsg|1849) (Morrison, 2008,
65-66). A white Unitarian minister claimed that pis certain
differences in slave narratives, the story thatftmeerly enslaved ones
had to tell had a universal value — these wereestmf human struggle,
stories of enslavement that actually proved totbees of the essential
importance of freedom, and they were stories “dated to exert a very
wide influence on public opinion” (Graham, Ward12095-6).

Three major groups of slave narratives can be ethgut:

1. Tales of religious redemption;
2. Tales to inspire the abolitionist struggle;
3. Tales of progress.

From the 1770s to the 1820s, the slave narratieegrglly described a
spiritual journey leading to Christian redemptidrne authors usually
characterized themselves as Africans rather thaves| as most were
born in Africa. These early slave narratives inelatcounts of brutality
and deliverance, and, as a critic notes, the pewasetaphor for all
life-writing of this kind was the teleological jawey — a purposeful trek
from birth to death, which is ultimately redeemepiritually and
artistically by the guidance of Providence anddhehly agents of God.
The masterpiece of early slave narratives, as agllhe earliest slave
narrative which received international attentiosthe aforementioned
The Interesting Narrative of the Life of Oloudah Egano which
describes Equiano‘s simple, plain, and blissfug ih his native land
(Eden), his captivity, the terror of the Middle Bage and time spent in
enslavement (the Fall), and recounts his attemptsbécome an
independent man, his rising up from slavery, hasreng to read, and his
purchase of his freedom.

Finally, Equiano experiences a religious visiong & “born again” to
become one of “God’s children” (Redemption). Therai@r believes
that all the good things of his life are due to therkings of divine
Providence. Equiano’s text established the fornthef slave narrative
and, indirectly or otherwise, it has influenced Aman writing and
African-American writing in particular — to the ent day.The

Interesting Narrative of the Life of Oloudah Equiais “the first in a

great tradition of American narratives that juxtsg@othe dream of
freedom with the reality of oppression, the Edemygth (...) with a
history of fall and redemption” (Gray, 2012, 74).

From the mid-1820s, writers consciously chose thwlaographical

form whose one purpose was to inspire the aboigiomovement by
recounting their hardships under slavery and thechies of the
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institution to a white audience. The two most exk&mp
autobiographical (slave) narratives of this typelude Frederick

Douglass’s (1817-1895\Narrative of the Life of Frederick Douglass:
An American Slave, Written by Himsekind Harriet Jacob’s (1813-
1897)

Incidents in the Life of a Slave Girl: Written by erself. Douglass‘s—
the most important 19th c. African-American writearrative, which
is recognized not only as the most influential bfsiave narratives but
also as “one of the classic texts of African Amanic American, and
world literatures” (Cain, 2004, 1009), establish@dh as one of the
leading spokespeople for the abolitionist cause. udlass's
autobiography (mediated by white writers abolitgigi— one wrote a
preface, the other — a letter) belongs to the ticadiof fugitive-slave
narratives popular in the North before the Civil W®ouglass’s
autobiography follows the conventional narrativeusture of most
narratives written at the time: he provides a frstson account of his
life spent in slavery, his learning to read andieva turning point in his
life which strengthened his determination to esdapm bondage. His
arrival in the North and eventual success as atomras dedicated to a
black liberation movement. We learn in tidarrative that while
working for one of his white masters, Douglass $inthe means
necessary to be himself. The central moment in Nagrative is
discovery. He recounts the cruelty of his masteo sdiomitted everyone
to unremitting work, starving and beating them,utllo he prayed and
pretended to be devotional. Douglass recalls: “k Wweoken in body,
soul, and spirit”; “the dark night of slavery clasén upon me, and
behold a man transformed into a brute!” (Dougld€86, 35). But then
came the turning point, an illumination which maden make up his
mind to stand up for himself. Douglass revealsh®reader: “You have
seen how a man was made a slave, you shall sea Bave was made a
man” (Douglass, 1986, 47). The narrator remembergime when his
master tried to beat him and he resisted and descthis battle as “the
turning point in my career as a slave” (Dougla€86l 54). It was the
moment when Douglass was ready to express hisoselfthis sense of
his own worth and dignity at the expense of his lif necessary. The
incident, as he admits, revived within him a seofskis own manhood,
and the departed self-confidence as well as ardatation to be free.
Douglass’s recovery o$elfhood is described as his spiritual rebirth.
After this Douglass spends four more years in siaand tells the
reader about the ways the brutal and hypocritidaves system
dehumanizes not only the slave but also the maBtuglass’s text is
not only historical — it also has a literary valas he shapes his
characters and circumstances to communicate hés idbout slavery.
His other important works includéhe Heroic Slav€1853), which is
considered the first novella in African Americatetature;My Bondage

22



ENG 817 AFRICAN-AMERICAN & CARIBBEAN LIFHRIRE

and My Freedon(1855); andLife and Times of Frederick Douglass
(1881).

An abolitionist speaker and reformetarriet Jacobs’ autobiography
Incidents which was written under the pseudonym of Linda Bigime
book was edited by Maria Child) gives her the rapah of the first
woman to author a fugitive slave narrative in tH& Uacobs states at the
beginning of her own book: “I was born a slave” €lassic opening of
slave narrative. She continues, however, in amiffevein: “but | never
knew it till six years of happy childhood had pabksevay.” Jacobs
(Linda Brent), a former slave and a fugitive, retisuher comfortable
life in a “comfortable home” where she lived togathvith her parents
and a brother, as her father was allowed to haseoWwn trade though
they were all slaves - the thing she found outrdfez parents’ death and
had to go not only through the general hardshipsla¥ery, but also
suffer sexual abuse of her white master.

One of the central themes ticidentsis betrayal of different kinds.
Betrayal was the experience of Jacobs’ great-gratiten and
grandmother who, when freed, were captured andtsaill into slavery,
Jacobs’ dying mother was betrayed when her whistress promised to
set all her children free but did not keep her psemJacob‘sncidents
is not that different from Douglass'Slarrative. And yet there are
differences in the general meaning and tone of tive works.
Inincidentsthere is more emphasis on family ties, blood retethips
within the black community, than there is in theuDlass story. In
addressing the reader, for example, there is nygpeal to sentiment, to
the reader's sympathy than to some abstract ptexipr feelings of
anger. Inincidentswomen play a more important role than men: heroic
women, like Jacobs’ family women and evil women whetray
promises. The tale focuses on the female experiehskvery and thus
uses the techniques of the sentimental novel dsawé¢hose of the slave
narrative. And, in the words of one critic, at tenter of the narrative is
“that familiar protagonist of sentimental fictiothe young woman
affronting her destiny — and, in due time, facethvai dangerous seducer
(she became the object of her white master's seguaduit and to
escape it, she became the lover of another whiteand bore him two
children — D.M.) The female orphan making her waythe world”
(Gray, 2012, 132). In the episode of escape, Jadmbsot flee to the
North (as Douglass did). Instead, as she confasst® reader, she hid
in a small attic of her grandmother‘s house foreseyears to be close to
her children who lived there (she watched themughoa hole she had
made). Thus unlike Douglass, Jacobs achieves rf@edom not in
lonely flight, heroic battle, or recovering manhobdt in being with her
family, even if in separation from them. Howeveitenseven years in
hiding she finally fled to the North where she wasnited with her
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children and had their freedom bought. In recognher sexual affairs
as a slave woman, making a kind of confession astifying herself,
Jacobs shows that black female slaves could noforoonto the
traditional ideals of théCult of True Womanhood” (piety, purity,
submissiveness, and domesticity) proclaimed inatitebellum decades
of the 19th c. as they had been robbed of thetivadi roles of woman,
mother and wife. However, in William L. Andrews'sovds, “Harriet
Jacobs turned her autobiography into a unique aisady the myths and
the realities that defined the situation of thei@gn-American woman
and her relationship to 19th c. standards of wommadhAs a result,
“Incidents” occupies a crucial place in the histofyAmerican women's
literature in general and African-American womerligerature in
particular” (Andrews, 1997, 889).

Other significant narratives of the period inclu@enemoir and a slave
narrativeTwelve Years a Slave, Narrative of Solomon Northd8531;
The Life of Josiah Henson, Formerly a Slave, Now dnhabitant of
Canada, as Narrated by Himself, 1849a-slave narrative written by
Josiah Henson, who later became famous for beirgbtsis of the
character of Tom from Harriet Beecher Stowe’s novecle Tom’s
Cabin 1852; a slave narrativ€he History of Mary Prince, a West
Indian Slave, by Mary Prince, 183% the first account of the life of a
black woman which was published in the United Kiogpdwhere she
was living at the time.

After the defeat of the slave states of the ConfadeSouth (the end of
Civil War in 1865), the authors had less need towslthe horrors of
slavery and gave accounts of the narrator’'s adgstiio the new life of
freedom. The writers focused on the story of irdlisal and racial
progress rather than that of securing freedom. pkirsod in African-
American autobiographical literature is best repnésd byBooker T.
Washington (1856-1915) the founder of Tuskege Institute a thinker,
educator, and the most prominent black leadertily who succeeded
Frederick Douglass as the chief African- Americgokesperson. He
became prominent for his attempts to improve thesliof recently freed
;black Americans by involving them in the mainstreaf American
society (this policy was outlined in his famous egle at the Atlanta
Exposition in 1895).

Washington is considered one of the most contraaleo$ race leaders
because of his often “accommodationist stance.”cdmtrast to his
famous contemporary African American sociologisstdrian and civil

rights activist W.E.B. Du Bois, who had a more contational attitude
toward ending racial strife in America, Washingtmlieved that Blacks
should first prove themselves the equals of whiefore asking for an
end to racism.
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Washington’s most significant published work is aigobiographyJp
from Slavery (1901) which is partly a slave narrative and partly a
collection of speeches he had made in the yeages tfé founding of
Tuskegee Institute. The work gives an account ofentiban forty years
of his life: from slave to schoolmaster to the fawfesouthern race
relations. The word “Up” in the title emphasizes shimgton’s firm
belief that African Americans can move upward gyhuse advantage of
the opportunities offered to them and work harcathieve a place of
substance in the world. As with many slave nareatior life stories,
there are accounts of the hardships of slaverygbaess and desolation
of the slave experience. However, what is unusbalaWashington’s
account is that there are no any negative feekgsit the institution of
slavery or those who supported it. He does adnait #taves wanted
freedom: “I have never seen one who did not wanbadree, or one
who would return to slavery.” However, unlike thattaors of other
slave narratives who saw slavery as hell (espgci@lbuglass),
Washington tended to emphasize its educative &ibzery, according
to him, was that “school” which helped prepare édn Americans for
the role they had to assume after the Civil War.ckééms that “thanks
to the school of American slavery Negroes...are stranger and more
hopeful condition, materially, intellectually, mdya and religiously,
than is true of an equal number of black peoplanw other portion of
the globe.” James Robinson notes in his Introdactm Washington’s
autobiography that, “throughout the entire book, a8Mngton) is
conciliatory and forgiving toward southern whitesdatheir system of
racism and oppression” (Gray, 2012, 176). On thbkerothand,
Washington stresses the big importance of educdtonblacks in
achieving success. He describes his efforts tdlinsanners, breeding,
health and a feeling of dignity to students. Hisuational policy
emphasizes combining academic subjects with legraitrade. In this
text, Washington achieves social and financial ssscthrough hard,
manual labor, a good education, and his relatigusswith great people.
The narrative is modeled on the archetypal Amerisaccess story: a
man (Washington) rises to prominence through hisl veork, thrift,
diligence and then reveals the secret of his sgcteshis reader to
enable him to rise as well. Washington’s bdd from Slaverywas a
bestseller, and in 1998 the Modern Library listed book at number 3
on its list of the 100 best nonfiction books of #&th c.

Other works of note which fall into the categorypafst-bellum “Tales
of Progress” ardhe Underground Railroad Records by William Still
(1872) who is known as the Father of the Underground Balr Still

carefully compiled and recounted the stories anthaus of those who
he had helped escape to freedom via the Undergr&®aidoad and
included them into the book. One of the few postBoipation

published slave narratives isom the DarknessCometh the Light, by
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Lucy Delaney, 1892which is the first-person account of a successful
“freedom suit.”

This early period of the African-American literatyadition can be
characterized as the advancement of the “integriatiotheory of art. It
can be argued, however, that this “integration” wastroversial as it
had two aspectgositive and negative As has been explored above,
the aims of the authors of slave narratives wenemaler their personal
experience of being a slave, to give an accounthefdehumanizing
nature of the institution of slavery in the hope@dching the hearts and
minds of white readership, to show that Black stawere also human
beings capable for perfection; by writing they awsxe equality. The
negative aspect of the “integrationist” theory what a number of
African- American authors who wrote in other litgragenres sought
assimilation. And to be able to assimilate the Blaciter had either to
make his Black characters “less black” or to deftack people as
whites wanted to see them. Some of the writershef period (L.
Dunbar, C.W. Chestnut, and J.W. Johnson) reinfoticedtereotypes of
the “nigger”: the contented slave or the comic Megthe exotic
primitive who does not question his inferior statos the brute. The
character of the “tragic mulatto” was the resultheg wish to imitate
whiteness, or “to pass”; his tragedy also lay i fiact that he could not
completely fit in the white society or the blackcety and was equally
scorned by both.

Tutor Marked Assignment

1. What were the reasons for writing slave narest? What were
their settings?
And who were the authors?

2. Why was it important for white readers of thiglmineteenth to
see the “Written by Himself or Herself” subtitletimese
narratives?

3. What is the significance of the prefaces amductions found
in many?

4. Slave narratives?

Harlem Renaissance or, the New Negro Movement

TheHarlem Renaissanceavas a cultural, social, and artistic explosion, a
flowering in African-American life, and African-Amean intellectual
reawakening in the 1920s which began in the NewkYdistrict of
Harlem and ended with the Great Depression in ény 4930s, though
many of its ideas lived on much longer. Althougle tmovement of
Harlem Renaissance included numerous Black soliakérs, artists,
jazz and blues musicians, it is best known forlitexary production.
Broadly speaking, the Harlem Renaissance was reddamlbe a rebirth
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of African-American artsWebster's New World Dictionargtefines a
“renaissance” as a “rebirth” or “revival.” Howeveome historians and
critics believe that what took place during the rgeaf Harlem
Renaissance was not a rebirth, as such, but odthanstage in the
evolution of African and African- American art thaad begun with the
inception of African presence in America (Berna&@l1, 269). Among
representatives of the movement there was a grosemge that black
America was on the verge of a second Emancipatimohwwould be the
result of the will and achievements of artists amedllectuals.

The Harlem Renaissance was inspired byGiheat Migration. At the
turn of the 20th c. African-Americans faced mangtdas that made
them leave the South and move toward the North.s&hkactors
included great racist violence, suppression, nhiisasters, and very
few job opportunities. Migration from the Americ&outh to such big
Northern urban cities as Chicago, Detroit, Philptel, or Washington
DC opened up new economic opportunities, especialhen at the
outset of World War | in 1917, many white men ldfeir jobs and
joined the armed forces. The North was also theeplahich offered
more cultural possibilities for those “who wantednake the African-
American voice heard” (Gray, 2012, 476).

The Harlem Renaissance was also closely associsiiedthe New
Negro Movementwhich was as much concerned with the creation of a
fresh American identity as it was with the demisehe old (Bernard,
2011, 268).

The New Negro Movement was an effort to define whateant to be
African- American by African-Americans themselves. A crugial
important event in African - American literature thie beginning of
Harlem Renaissance years was the publicatiomted New Negr@
established and edited Byain Locke in 1925 (alongside with others,
for example, V.F. Calverton’sAn Anthology of American Negro
Literature). Its contributors included men and women, blackl avhite
people of all generations. This collection of lsr works — fiction,
poetry, drama by African-Americans, essays on Afii®\merican art
and literature alongside broader social issues@ated, as Locke called
it “a spiritual coming of age”, sought to declaree tgrowth of a
“‘common consciousness” among African-Americans smghow that
“the American mind must reckon with a fundamentalyanged Negro”
(Gray, 2012, 477), as well as described a new sehgacial pride,
personal and racial selfhood, and claimed thatkaabeautiful.

Then how was théOIld Negro” characterized? For example, as the

writer A. Phillip Randolph explained, the “Old Nejr included
“political conservatism, accommodationist politicgpposition to
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organized labor, and dependence upon white bewetastho had
nothing but disdain for the working class,” andythstood in the way of
racial progress (...) because of their involvemenhwhe “Old crowd of
White Americans — a group which viciously opposesrg demand
made by organized labor for an opportunity to li@ebetter life”
(Bernard, 2011, 273). One such, as Randolph poioiggd was an
essayist, a novelist, and a political leader W.EDBBois. For Locke,
the “Old Negroes” were sambos, pickaninnies, buoksmmies, Uncle
Toms — stock figures that dominated the culturaddtcape of the
American South in broadsides, advertisements andstrel shows
(Bernard, 2011, 274).

The Harlem Renaissance tried to reject the notioth® “Old Negro”
and his self-hatred. Negative images of black peopkre being
replaced by the positive ones.

The New Negro Movement sparked off debates abautrekationship
between race and art. And notwithstanding the tfeadt the Black artists
shared many ideas about the transforming powefwgace of the “New
Negro” and his role in the advancement of Africamekicans’ social
and cultural life, they adopted different stances tbis point. For
instance, Langston Hugheswas one of those Harlem Renaissance
writers who affirmed the notion of a purely bladentity and claimed
that black American experience lay in a direct linethe Motherhood
(Africa); whereas writers aountee Cullen and Jean Toomer
guestioned the term “black writer” itself, as thdyl not affirm the
concept of a black identity as such. And indeedatvdould Africa mean
for African- Americans with mixed ancestries anddallines or for
those who had no direct experience of it and foomlrAfrica was only
an abstraction, and blackness — a puzzle? Thegiened an American
identity that would transcend race. Thus some HarRenaissance
authors claimed that a Black writer's work shoulel restricted to his
black identity and black experience, whereas otla¢tesmpted to rise
above their race and embrace more universal aspaficthuman
existence.

Among the most prominent writers of the period warpoet, novelist
and short story write€laude McKay, Langston Hughes who worked
in a great variety of genres, pdg@buntee Cullen fiction writersZora
Neal Hurston andNella Larsen, fiction writer and poefean Toomer.
In their work they reconsidered Black history anthdR identity,
explored Black folklore, the dialect forms of lamge, oral tradition.
They attempted to explore the theme of Black expee using a new —
modernist experimental and novel — artistic formo@@rnism was a
dominant trend in literature and the arts both mekica and Europe in
the first decades of the 20th c).
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Folklorist, playwright, anthropologist, and novél®ra Neale Hurston

(1903-1960)is considered an early feminist, a forerunner oficain-

American women’s movement who inspired and infleehcsuch
contemporary African- American writers as Alice W&l and Toni
Morrison, especially through her autobiograpBDyst Tracks on the
Road (1942).In her works Hurston was trying to make the polratta
human being creates and defines himself througlarief speaking. In
other words, she was convinced that individuals@mmunities “voice
themselves into being, that they achieve identity eontinuity through
the telling of themselves” (Gray, 2012, 481).

Hurston’s masterpiece novéheir Eyes Were Watching Go(937)is
a depiction of a beautiful mulatto woman’s matwati- discovery of
her true identity. Her aim in this book (and in lo#her works) was to
revise and adapt vernacular forms to give voicgvéonen: to create a
genuinely democratic oral culture, or, as she putwords walking
without masters” (Gray, 2012, 481), as she hadcedtithat African-
American women in particular were denied accesshéo pulpit and
porch — the privileged sites of storytelling — dmehce the chance of
self-definition. The central character of the nowsnie Crawford
concludes: “Two things everybody’s got tuh do floeyselves, they got
tuh go tuh God, and they got tuh find out abouinlivuh theyselves”
(Hurston, 1991, 34).

The irony is that she has to win the right to see speak about living
for herself. Janie has to resist the humiliatiregesitypes and definitions
imposed on her by society as a black person andrmaaw. She has to
disobey the order of one of her husbands not tagagn “porch talk.”
What Janie has to do is to claim her own voice, ianthe process her
own self and rightful place in the vocal communider grandmother
Nancy, an ex-slave, tells her that “De nigger wonsade mule uh de
world so fur as Ah can see” (Hurston, 1991, 56).wkeer, being
dignified, Janie does not give up her desire tdizeaerself through
two, though loveless, marriages. She finally fiholse and joy in her
third marriage as well as the opportunity to bedwen self and to speak
for herself. And although the marriage ends trdljica her husband
dies a violent death, Janie is an already changiadular, and mature
woman who can participate in the “porch talk” oé tbommunity. She
has found her true speech and thus her true seiktéh’s other works
of importance include the novdbnah’s Gourd Vine(1934)in which
the main character — a poet and a preacher — istiablhis identity
through art; a collection of African-American fol&les, songs, games,
and hoodoo practicédules and Men(1935)

African-American culture contributed greatly to thse of jazz in the
1920s, what came to be called tBazz Age or the “Roaring
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Twenties.” Alongside with the extreme popularity of jazz noighe
Jazz age was marked by a glamorous life-styleNeh& York nightlife
dominated by cabarets, buffet flats, ballrooms,akpasiesnightclubs
which presented such black performers as John aelir Duke
Ellington, Billie Holiday, Ella Fitzgerald, Bessi&mith, and others.
Many Harlem Renaissance writers and artists wezatlyrinfluenced by
jazz music (as well as blues) and employed elemehjazz in their
work One of the many talented writers of the Harleenaissance was
Langston Hughes (1902-1967He was versatile and worked in many
literary genres — poetry, fiction, drama, autobajry, and the essay.
But it was his poetry that left an indelible mankthe African-American
literature of the period. Hughes’s collections oemsThe Weary Blues
(1926), Fine Clothes to the Je{w927),Harlem (1942), Montage of a
Dream Deferred(1951),andAsk Your Mama(1961)reveal his deeply-
felt commitment to the idea of a separate andrdistie black identity
that he spoke about in his influential es§dye Negro Artist and the
Racial Mountain (1926).In the essay he wrote: “To my mind, it is the
duty of the young Negro artist to change throughftrce of his art that
old whispering ‘I want to be white’ hidden in thepérations of his
people, to ‘Why should | want to be white? | am aghdo — and
beautiful” (Hughes, 1999, 1025). Hughes explaineat this does not
mean that the black writer should simply idealitzck life. “We know
we are beautiful and ugly too,” he observed. Whatnieant was that
black writers’ should uncover the rich heritagehe power and glory —
of African-American traditions. In his attempt tanbrace the multiple
layers, the pace, and diversity of African-Ameridé@, the poet speaks
through multiple voices, for example, through thaice of a young
schoolchild in “Theme for English B,” a dying man {Sylvester’s
Dying Bed,” or a smart and sassy older woman in dita’s Past
History.” Hughes was a socially committed poet atwdays stressed his
devotion to black community and culture.

In many of his poems, Hughes employs elements at#@i-American
jazz music, blues, spirituals, folklore, and coli@ speech. Hughes
admitted that many of his poems had a racial theand, in many of
them he tried to grasp and hold some of the meanamgl rhythms of
jazz. Hughes believed that the essence of jazz thas it was
improvisational, subversive, and open-ended andetbee challenged
the closed structures of the dominant white culi@eay, 2012, 489).
Hughes argued that jazz was a heartbeat, “thidhessris yours.” Jazz,
as he saw it, was a vast sea “that washes upralslof fish and shells
and spume with a steady old beat, or off-beat.” Agdhe sea he must
have meant the source of African American oralwalt traditions -
spirituals, work songs, field hollers, and showgsaeell as the source of
blues, ragtime, gospel, and roc and roll that heelgdease a myriad of
feelings and emotions: joy, sorrow, pain, nostalgiad suffering. Jazz
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for Hughes was also an act of rebellion. Some ef d@athor's best
poems in which he incorporates rhythms, themesyandbulary of jazz
and blues include “Seven Moments in Love,” “Stikkid,” “The Weary
Blues,” “The Cat and the Saxophone,” “Montage &raam Deferred.”
The complex dilemma that Hughes presents in hiayef§he Negro
Artist and the Racial Mountain is about whether one is a poet or a
Negro poet, that is, whether race is an essengialufe or a social
construct of a black writer’s identity. How bigtise difference between
American and African-American? This dilemma condauo exist in
our own time and is reflected on in the works ofngh@ontemporary
African-American writers. However, the Harlem Ressaince was still
partly based on the “integrationist” premises as plublication of the
work by black authors largely depended on the tast priorities of
white publishing-houses. The artists and intellaltuof Harlem
Renaissance had faith in the future of the “Newrdgghey believed in
democratic reforms and in the power of art andditge to effect these
changes. However, Harlem Renaissance ended withstré of the
Great Depression in the early 1930s, which questiaine importance
and centrality of culture, unrelated to economid aacial realities.

Tutor Marked Assignment

1. What were the reasons for the emergence othtaRenaissance
in the 1920s?
2. Comment on the literary and cultural scene afi¢in

Renaissance. What ideas did the writers and astistse and how
did their opinions differ? (Consider their attituiiethe role of the
black writer in relation to his art).

3. Why was the Harlem Renaissance called the “NegrdV
movement?
4. What caused the end of Harlem Renaissance ay@d w

The Civil Rights Era and the Black Arts Movement (Back

Aesthetic) (1960s-1970s)

The 1960s can be considered a turning point in Agaer social,
political, and cultural life. The emergence of ctaraulture, anti-war
movements, the movement of ethnic minorities, wdmdiberation
movement, the Feminist revolution, the Civil RigiMevement, which
caused widespread civil unrest in the country, &dlssassinations of
president John Kennedy, civil rights leader Maltither King, Jr. and a
civil rights activist Malcolm X, made Americans wetsider sets of
values they had adhered to before. During the 18%&0s and early
1970s, African-American poets, literary criticsdaheorists produced a
large body of works which reflected the spirit Black Power self-
determination and African-American expressive ageltufTwo seminal
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booksBlack Fire: An Anthology of Afro-American Writing(1968)and
The Black Aestheti€1971)were published which included the work of
creative artists and intellectuals who committeghikelves to producing
artistic and cultural works to black audiences. Tdrener work had an
especially powerful effect upon the black audiewben it was released
in 1968, as the contributors in the collection seéno embody the spirit
of rebellion and revolution all over the countryevhblack people rioted
in response to the assassination of Martin LuthagKJr. in 1968. The
anthology illustrates the idea of the Black experee revitalized in the
powers of Soul, which dissolves the boundaries béetwart and life
(Morrison, 2008, 54)Negritude and Soul reflect a special concept of
African-American spiritual condition, the ever clgarg state of art and
soul, the rejection of the Western dichotomies @&son vs. heart,
concrete vs. abstract, action vs. thinking, indinaldvs. group etc. Some
literary works published in the two anthologies laadcist, militant, and
nationalistic character. For instance, Marvin X (Ma E. Jackmon)
ends his poem “That Old Time Religion” with thedifLET THERE
BE BLACKNESS OVER THIS LAND LET BLACK POWER SHINE
AND SHINE.” .Another author addresses a white artirdigure by
saying “Man, your whole history / Ain't been notgibut a hustle.” And
Imamu Amiri Baraka (LeRoy Jones), who was considdfather of the
Black Arts Movement, wrote: “The black man is thaetufe of the
world,” “Let black people understand that / theg #ne lovers and the
sons of lovers and warriors and sons of warriohs."a poem called
“Black Art,” he says: “we are black magicians, Waat / & we make in
black labs of the heart /.../ ... we own / the nigi{Gray,2012, 641).
These nationalist and confrontational statemenisedlsas an emphasis
on the superiority of blackness, black pride anacklaesthetic, were
characteristic of many African-American writingsrohg the 1960s and
1970s. The bulk of this kind of writing is permeateith race pride. The
contributors of the two anthologies included suobngnent Black Arts
era figures asAmiri Baraka (LeRoy Jones), Sonia Sanchez, Ed
Bullins, Don L. Lee (Haki Madhubuti), Gwendolyn Brooks, and
others. The essence of the works included intawleanthologies was
defined as the Black Arts Movement. The originstloé Black Arts
Movement and Black Aesthetic discourses are mukiked and deeply
rooted in African-American political and literarjadught (Smethurst,
Rambsy, 2011, 406). Artists of the New Negro Movetra the 1920s
and later generations of black writers producedrdity works that
stressed Black nationalism and critiques of whaigism. Yet, the terms
the “Black Arts Movement,” “Black Arts,” “Black Adketic” emerged
due to the aforementioned events that took placinenmiddle of the
1960s. The majority of artists of the Black Arts Wdoent claimed the
specificity of African-American art, suggested &esic separatism,
advocated a nationalistic approach to literaturewed art as a weapon,
and had intentions to withdraw from the dialoguéhw\hite society.
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The artists of the Civil Rights Movement peridtichard Wright
(1908- 1960), James Baldwin (1924-1987), Ralph Bbin (1914-1994)
try to balance between the demands of being a Bhaitkr and various
tensions. They present “Black material,” howeveétha same time they
tend to move away from racial focus in literaturel dry to stress the
universal human experience, pointing out the f&ett tan artist can
reveal, or at least attempt to reveal the expeei@iall people. Wright's
Native Son(1940) and Ellison’s Invisible Man (1952) enriched the
African-American literary tradition with philosoptal existential depth.
Their work highlight themes of a black man’s alieoa, discrimination
and humiliation in white society, however, at thery center of their
fiction is a character’s loss of identity and higsgerate attempts to
discover his true self, and in case of failing totbat, at least “invent”
himself. In his two autobiographical bool&ack Boy (1945) and
American Hunger(1977), Wright traces his life from childhood in his
native South to adulthood in the North, - a jouriregearch for identity.
For Wright, identity was a social and cultural doast, not natural: it
had to be won, struggled, and suffered for. Heelvek that all African-
Americans had been denied a similar knowledgeBlack Boy he
speaks about “the cultural barrenness of black lpgofthe essential
bleakness of black life in .America,” as, accordiadim, “Negroes had
never been allowed to catch the full spirit of Véest civilization.”
Wright claims that the most severe blow they resgifrom white
society was their exclusion from a sense of fulgmlg in the world.
However, the author believed that he had made Hintde realized his
blackness, his belonging to the black race whethatsame time he
managed to go beyond the restrictions of r&tack Boyand American
Hungerconstitute one of the great retellings of the Amemi myth of
personal reinvention, the making of an identity't¢¢ 2012, 500-1).
Wright's most important book was the novélative Son. The
protagonist of the novel — an uneducated blackhyeutistakenly kills
his white master’'s daughter, burns her body, andders his black
girlfriend, fearing she will betray him. Fear isetBmotional condition of
the character’s life. This second act is seen@agtboduct not of will, but
of circumstance and the violence it engenders. ipit prison for his
trial, the protagonist feels free for the first &nm his life as, he believes,
he has broken out of the prison of himself. Helljnaomes to realize
his emotional state as well as his motives, reagankis violence, and
arrives at the conclusion that “what | killed fbam!” Thus he realizes
his true essence and identity.

In Wright's later works, there are noticeable tsaoé existentialism, for
instance, in the noverhe Outsider(1953 which centers on a young
black intellectual’'s search for identity. In histda nonfiction works
(Black Power1954 White Man Listen! 1957, there is a move toward
Black Nationalism. The writers of Black Aesthetic of the 1960s
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considered him their forerunner, as they saw histancy and the
willingness to use art as a weapon. Wright argusalyever, that
although black writers’ mission was to influenceufilan affairs” with
their art, writing had a certain professional aotoy. He was convinced
that if a literary work is too didactic, “the atits sense is submerged.”
For him, literature was coextensive with life, libey were not to be
confused with each other. Every first rate novekm, or play “lifts the
level of consciousness higher.” Thus, accordinghitm, imaginative
writing was a vital agent of awareness and luminogselation of
change — an enabler of life (Gray, 2012, 502B3)Jdwin, too, dealt with
issues of race in his work, explored the theme &icAn-American
identity, - many of his characters oscillate betwdbe necessity to
integrate themselves in the mainstream of Amerisadiety, accept
White standards of living and thus gain recognitiand a sense of
security and being their own selves. Baldwin’s majoncern, however,
was about sexuality. In many of his stories andgsse examined what
it meant to be both Black and homosexual at a twhen neither was
accepted by American culture. Baldwin’s best knowark is the
autobiographical noveGo Tell It on the Mountain (1953) about a
youth who seeks self-knowledge and religious fditis. other important
works includeAnother Country (1962) which centers on racial issues
and homosexuality, andobody Knows my Namg961)— a collection
of personal essays about racism, the role of tiist,aand literature.

In the genre of pros&llison’s only novellnvisible Man6 was a highly
original and important event in the history of Af&nh-American
literature since World War Il. The main theme oé thork is the black
protagonist’s search for identity and individuallhpth as an African-
American and a human being. It is an account ofoang black’s
awakening to racial discrimination and his battimiast the refusal of
white Americans to see him apart from his ethnickigaound, which in
turn leads to his humiliation and disillusionmeniie novel is set in the
1930s and describes the experiences of its anors/maagonist (who
is also the narrator) as he travels through Amenicaearch of his
identity trying to cope with the dilemma that Edis summed up in one
of his essays: “the nature of our society is sut tve are prevented
from knowing who we are” (Gray, 2012, 652). The maietaphor of
the novel is human invisibility. First, white sotjeignores the
individuality and humanity of the blacks and vietnem as stereotypes.
They are exploited and their needs are disregarddulis black
Americans become invisible. Secondly, the protagfasiwhite oriented
and feels inferior and ashamed of his dark skimrcalhus he is part of
the crowd of people who comply with the rules andtoms prescribed
by white society. All throughout the novel, the ikilsle Man forms his
life according to other people’s life models, insthem and refuses to
guestion his own choices and preferences. Therdfiereggnores his own
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responsibility in his development and acknowledgnasna visible man.
The novel also reflects upon the socio-historieadtdrs of life in the
middle of the 20th c. America. It shows all theedties, humiliation and
injustice that a black man had to face in whiteietgc Believing that
“white is right,” and black is unimportant, the pxgonist does not see
the extent of his invisibility and authenticity drthe end of the novel.
He is constantly betrayed by all people who hetdédisand finally he
realizes that he has to distance himself from ople@ple in order to see
and understand himself. In this way he searchesafgplution. The
protagonist understands that he himself is resptngor his identity
and acknowledgement by other people.

Invisible Manhas features of postmodern novel with regard taribe
theme, - the protagonist is not only African-Amari¢c he is also a
universal human being melted and assimilated iror@s@mer society
which obliterates all individuality of a person. &movel is also an
example of a Bildungsroman in that it is a chamd&t@urney to self-
understanding and selfhood. Viewed in this contiad,author seems to
emphasize the idea that individual should find strength to resist the
oppressive power of (modern / postmodern) civii@at In Ellison’s
view, if individual accepts the norms and opiniamposed on him, if he
fears to be different from the mob and allows athter rule his life, he
has no chance to become a genuine and visiblernzgitso

Tutor- Marked Assignment

l. Discuss the ideas of Existentialism in Rich&fdght’s novel
Native Son.

2. What event prompts the narrator to write tolnggther?

3. What does the narrator’'s mother ask him toad&bnny? Does
the older brother keep his promise?

4. The major characters in this story are calledrd, Daddy and

Sonny (the older brother is never named or eveknaimed).
How do these names affect our sense of the story?

35



ENG 817 AFRICAN-AMERICAN & CARIBBEAN LIFHRIRE

The Post-Modern Turn in African-American Literature and Neo-
Slave Narratives

In 1970 there was a burst of literary activity irfriBan-American

literature: twenty-five novels, major dramatic werkand volumes of
poetry were released. This event has been calledoe critics the
beginning of the second renaissance of black wosnenting, whereas
others consider this moment as the emergence afk bléerary

postmodernism (Dubey, Goldberg, 2011, 56BJack postmodern

literature shares many features common to all postmodernism(t)s

characterized as self-conscious, self-reflexivel @rirst of all aims to
revise history, identity, and aesthetics.

One of the aims of postmodern African-American rétare is to
“provoke critical self-reflection about the demandsr racial

representation that have been historically beeceplaon black writers”
(Dubey, Goldberg, 2011, 569). From its beginningshie 19th c. slave
narratives and all black literature has been exokdb realistically
depict the race — African-Americans — and spealutitieir experience
as a whole.

Postmodern African-American writers self-consciously revise the
dominant traditional literary forms of racial repeatation by parodying
these forms and revealing them to be textual cocisty and not true-to-
life reflections of black life. Since the 1970setté has been a growing
interest in the historical past as well as the iogtions of this past for
Post-Civil Rights explorations of black identityshould be noted that it
was the Black Arts Movement of the 1960s that khitced a cultural
redefinition of blackness that was in part respalesior the literary
innovations of postmodern African- American authdtiewever, these
authors also rejected Black Arts ideals of radahiity and community.
Literary and cultural critics broadly agree thatspoodernism in the
African-American context is “defined by a heightdnattention to the
intra-racial differences (of class, gender, anduabty) that had been
suppressed in black cultural nationalist discourdatibey, Goldberg,
2011, 566).

As far asdominant postmodern paradigms of identity and aestétics
are concerned, a number of innovative formal siiatewere used in an
attempt to represent a post-197BEck “poly consciousness”in
literature. These formal strategies includextual fragmentation
(which reveals a character’s split consciousnesgyaly consciousness,
his fragmentary mind)linguistic bricolage, and thetransgression of
generic and cultural boundaries Postmodernism questions the idea of
objectivity and “objective truth,” especially histcal truth. How do we
know what is fact and what is fiction? Postmodemitexs working in
the genre of the novel revise significant pointshadtory by critically
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rewriting traditional narrative forms, especialllave narratives and
narratives of migration. They often use parodyhove the unreliability

of the official historical account of slavery. Sucbvels are referred to
as works ofhistoriographical meta-fiction (a genre of postmodern
novel) — the literary theorist and critic Linda ldoeéon’s term for

postmodern novels concerned with history.

Historiographical meta-fiction raises the question “How do we know
the past?” and acknowledges the need to questeoreteived versions
of history. It does not seek to tell the truth bahsiders the question of
whose truth gets told. It questions the authoribd abjectivity of
historical sources and explanations. In postmodarnboth history and
fiction are treated as cultural sign systems, iogchl constructions.
Historiographical meta- fiction reflects the postie view that we can
know “reality” only as it is produced and sustainég cultural
representations of it (Hutcheon, 1998, 123).

In the 1960s the historical archive of slavery exjel, and this inspired
the literary works of realist historical novelssdavery that drew on oral
tradition as a “way of recovering the subjectiveperxence of slaves”
(Dubey, Goldberg, 2001, 598). The first African-Amsan novel which
dealt with the return to the historical moment laivery wasMargaret
Walker's Jubilee (1966) - a literary adaptation of her great-
grandmother’s oral tales of slavery. From the 199®sard there have
been several major texts of the slave narrative fraim the first or third
person point of view of the slave himself or heisébr instance,
Barbara Chase-Riboud’snovel Sally Hemings(1979) about Thomas
Jefferson’s longtime slave mistress, with whom hd keveral children;
Alex Haley’'s Roots (1976); Anne William’'s Dessa Ro0sg(1986).
Contrary to the aforementioned novels, maosto-slave narratives
experiment with narrative form and voice to examthe legacy of
slavery which continues into the 20th c. As an egxamone can
mentionToni Morrison’s novelBeloved(1987),which tells the story of
escaped slave Margaret Garner. Here the authorogmplostmodern
techniques such as fragmentation of linear timepiece together
traumatic memory, what Morrison’s characters cadl-fhemory.” The
novel's concern with temporality is a “striking mfgstation of the
specifically African American expression of postreausm” (Dubey,
Goldberg, 2011, 599).

Other novels that illustrate this particular apgiodo time and trauma
include Gayl Jones’s Corregidora (1975) and Octavia Butler’s
Kindred (1979) which is considered the postmodern slave narrative
her use of time-travel device. Timothy Spauldingfirdes the
postmodern slave narrative as “that proliferatingp-genre of late
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twentieth-century novels of slavery that violatee thonventions of

narrative realism.” He goes on to explain that ‘tiheak from realism in

recent narratives of slavery disrupts the goverpirajocols of historical

representation, in particular calling into questitve positivist truth-

claims of modern historiography” (Spaulding, 20@8;19) A number

of African-American writers in post-1952 fictionareation, like the

ones before them, look to the South for its imatjmeainspiration. And

this kind of fictional creation has been called tie®-slave narrative, a
term first coined by Bernard Bell.

Ashraf Rushdy’s book Neo-Slave Narratives: Studies in the Social
Logic of a Literary Form (1999) provides the most comprehensive
study of the genre to date. Rushdy defines thestae narrative as that
body of “contemporary novels that assume the foadppt the
conventions, and take on the first-person voicthefante-bellum slave
narrative.” For some authors, slavery serves asxwdl layer to their
fiction, whereas for others, slavery is the incemtior their literary
creations. Trudier Harris dividesieo-slave narratives into four
categories(Harris, 2011, 475): the texts by women writers Wdrom
slavery serves as the center of their narrativeth@g represent their
female characters (Margaret Walkedsbilee (1966), Sherley Anne
Williams' Dessa Rosg1986), Toni Morrison’sBeloved (1987), J.
California Cooper'sFamily (1991). In these texts, the experiences of
the characters are contemporary with the chronotwigslavery and its
immediate aftermath.

In the second category, characters in the 20timd.themselves haunted
by and / or experiencing the conditions of slavé@ayl Jones’s
Corregidora(1975), Octavia Butler«indred (1979), David Bradley’s
The Chaneysville Inciderfii981), and Phyllis Alesia PerryStigmata
(1998). In the third category, slavery is the sobjef satire (Ishmael
Reed’'s Flight to Canada (1976), Charles Johnsoniddl Passage
(1990). The writers of neo-slave narratives, in alihithe characters
experience slavery directly and chronologically hwit, reveal new
aspects of the condition of slaves (during or after slavery), of the
relationships between black slaves and their mastetween a black
female slave and her white master and a white esisfrand between the
blacks themselves. Some authors of these neo-slav@atives show
instances of black slaves’ heroic resilience anfiladee against their
white masters; mutual sexual desire of personsaodd be attracted to
each other in spite of race, class, or previouslitom of servitude; the
possibility of black female slave’s friendship wighwhite woman; the
jealousy that existed between white women andditteablack women
on plantations as well as the black woman’s jealdawards the white
woman who becomes the mistress of the black marosks. As it has
been noted, another feature of neo-slave narratigesdepicting

38



ENG 817 AFRICAN-AMERICAN & CARIBBEAN LIFHRIRE

characters in the 20th c. who are returned baakslavery or who are
so haunted by it that they have difficulty livingdithy lives in the 20th
c. The family histories of characters in each @sthtexts are different,
and each character haunted by the memories ofigheribal past (by
the memories of the lives of his / her ancestdra} to find his or her
own way to shake off the burden of the past in otddive at peace.
Jones’s Corregidora could serve here as an example. The main
character Ursa Corregidora is locked into memooieslavery because
of mother love. Both her grandmother and great-dmaosther were
raped by the same Brazilian slaveholder Corregiddna then turned
them into prostitutes. He observed no morality #@ild prevent him
from having sex with his daughters and granddaught® he burned
family records in order to erase his immoral aciomo counter that
erasure, the women vowed to give birth to daugldadsto pass on the
narrative to their daughters; and thus the stosy/dwane down to Ursa.
Her family history in slavery and after it is a kgddurden to Ursa, who
can hardly imagine what life will be like when sisemade barren after
being pushed down a flight of stairs. In this nawveg the past always
intrudes into the present and oppresses her psyghally, though she
cannot identify the reason. Remembering the pagtrasseworthy, it
should heal a person, but the past here featutgsomnolent white male
ancestor. Thus here memory is not a healing pdweit has an aura of
vengeance, and not self- revelation or self-impnoset. Memory
imprisons Ursa more than it frees her, she istteal static history rather
than to a dynamic one. Thus Ursa is challengedutotipe past into
perspective, to recognize that her own body caenatinue to be the
instrument for retaining negative historical memotlyat she, as an
individual, has a right to move forward no mattewhhorribly her
ancestors were treated. Ursa must find a way te @ofh the past, with
the memories without them destroying her futuree Blust find another
means of procreation. Also, she must put the pagierspective and
push aside the weight of the past and make spadeefself instead of
living her life for her ancestors.

Although the characters of these narratives arenteduby different
memories of the past, what the authors make them dnderstand that
the past is merely the past. They are forced te@ccand then embrace
- the claims that the past makes upon them. Inrotherds, the
characters have to relive the past, reconsideanidi go on with their
lives. Other authors of neo-slave narrativBedd, Johnsoi treat the
serious subject of slavery with light humor. Thégimm that slavery, as a
racial institution, also had a rich, double-edgeadition of humor.
Humor was a central, creative means through whitlc#n-Americans
survived and confronted centuries of oppressionGhenda Carpio has
noted, humor can at once be a strong critique @akanjustice, but at
the same time “give life to the whole storehouséatasies produced in
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the hothouse of a racially divisive past and anadlgu- if differently —

divisive present” (Carpio, 2008, 27). Reed and 3ohnchallenge the
reader to better understand the problematic reiship between an
African-American racial history and humor, which yrf@omplicate the

distinctions between polite and popular represamtat of slavery”

(Carpio, 2005, 28).

In his novelFlight to Canada using anachronism (the protagonist takes
an airplane ride out of slavery), Reed employsohisal figures and
historical types of plantation owners. The autheveals the seamier
sides of slavery and shows the perversion througth&uinstitution. He
hints at a sexual relationship between the plamadivner and the black
slave (Mammy Barracuda) as well as his sister. §laee also hints of
the plantation mistress’s perverse relationshigvimammy Barracuda.
The author also broaches the subject that somé&iaere complicit in
slavery. However, Reed shows that everything amayewe associated
with the institution is a fair game. He demonstsatke absurdity of
slavery by representing it in an equally absurd .w&geed uses
anachronisms to draw parallels between the histiopast (the period of
slavery) and the 20th c. racial politics. By usithg parodic mode the
writer raises the question about whether the #aliform of
representation can convey the full meaning of slat@day, many years
after its official end. The topic of slavery conies in the 21st c. The
most outstanding example Edward P. Jones’snovel The Known
World (2003).Although the primary focus of the book is on slavétris
the first narrative in which an African-Americaniter chronicles the
holding of enslaved persons by a man of Africancdes One of the
major purposes of the neo-slave narrative was tavsthe enslaved
people as agents possessing complex humanityidmdtvel, however,
blacks stand out as villains, and as cruel as white

The variety of representations and interpretatiohshe institution of
slavery by writers of neo-slave narratives confitne fact that the
panorama of slavery provides the rich material dmictv to rewrite,
reconsider, and re-envision History.

Tutor-Marked Assignment

1. Discuss the differences and similarities betwEeéth c. slave
narratives and 20th c. neo-slave narratives.

2. What new aspects of slavery are revealed instea@ narratives
and what purpose do they serve?

3. How does the realist slave narrative diffenfrine postmodern
slave neo-narrative?

40



ENG 817 AFRICAN-AMERICAN & CARIBBEAN LIFHRIRE

Contemporary Writers: The Literary Movements in Afr ican-
American Background

African- American writers shed light on many phasgblack life in the
state of America. They were looking for their ideas. Their works
such as poetry, autobiographies, fiction and eshaysed to form the
African American literature. Consequently, blacktens made a change
by affecting their social reality and the literaguhat had been produced
in response to it. The latter withessed a changen fthe period of
slavery to the present century.

Poetry, oral and slave narratives gave richness davetsity for the
writing of the twentieth century. The Harlem Resaisce, Civil Rights
and Black Arts Movements played a great role in degelopment of
African American literature. Many well-known blaelkriters appeared
including Du Bois, Langston Hughes, Cullen, Wrighlljson, Baldwin,
Amiri Baraka and Brooks. They wrote about theirsosal experiences
and the situation of the blacks in the Americanetgc They used their
fiction and poetry to end segregation and protedlt rights. The writers
of Harlem Renaissance were influenced by the sifl&uropean and
American literature (High 212). They created wask&igh quality.

African American literature has attempted to telcamfortable truth. It
began with slave narratives. Thus, prose was tam&fd during the
nineteenth century into the protest novel (King &addy-Turner xi).
During the contemporary period, African Americarthes and artists
represent an important part of American literatufbeir works were
rejected for a long time till the twentieth centu§ontemporary African
American literature was the beginning point foreavrchange as slavery
and racial segregation became less important sshped. This period is
supposed to be the golden age of African Americtamature. Black
American writers want to prove their skill and eags the pride of being
black. In comparison to the previous generationvofers, there was a
remarkable difference in their works.

During the twentieth century, black American wrstérave produced all
literary genres. For instance, Toni Morrisorbgloved (1987) is an
example of fiction representing the new imaginifglavery rather than
presenting the tale of a male slave beginning writderick Douglass’
The Heroic Slave in 1853(26).

Contemporary African American literature changeeé thorld. Toni

Morrison won the Pulitzer Prize in 1988 for her teagiece regarding
the slave era. A new generation of writers appearkdy were the first
African American writers to produce works in thespdCivil Rights era.
In the twentieth century African American literauwas prominent.
Contemporary writers asked new questions and repted new ways of
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discovering their society. “African American litéwae is a living
dialogue of ideas; contemporary African Americderhture is a lively
discussion” (King & Moody-Turner 01).

In the early twentieth century, W.E.B.DU Bois arin tother younger
generation of artists such as Langston Hughes, Raale Hurston,
Wallace Thurman and Richard Bruce tried to delithie meaning of
their art. These writers did not search to be Betieby whites, but they
still had to depend on criticism of the white. Mamshites started
thinking about blacks’ tragic past; some black &st like Nikki
Giovanni do not want the white to pity them. Shgssél really hope no
white person even has cause to write about me becthey never
understand... and they will probably talk about mydhehildhood and
never understand that .... | was quiet happy” (2Z19ntemporary
African American literature is characterized by diem as Shockley
suggests that:

...we should think of contemporary African
American literature not in terms of how texts do o
do not conform to one aesthetic; rather, we should
consider how the African American literary
tradition is characterized by multiple aesthetics
accompanied by varied and diverse, rather than
monolithic, strategies for grappling with questions
of race, gender, identity and tradition (02)

In other words, contemporary African American wstéackle subjects
in a different way to express criticism and prodaaiebate.

The Main Literary Movements

African American writers represent novelists, shgidry writers, poets
and playwrights. They began using different formesf slave narratives
to fiction. They are represented in American litgranovements
including realism, naturalism and modernism.

African American Literary Realism (1865-1914)

Realism has been given many definitions. Accordiagthe Oxford
Companion to American Literature, realism is arfteaneaning truth to
the observed facts of life”. Howells states thailisen came as a reaction
to the changes taking place in America in the ei@eth century. It is
more than a reflection of social reality; it is rsconstruction William
Dean Howells refers to American realism as “théhtiwl presentation of
materials” (01). African American literature is astthct form that
flourished after the end of the Civil War. During4 time, it ignored
notion of romance and used realism as a literavycdeBefore the war,
Americans asked for human rights and the abolitan slavery.

42



ENG 817 AFRICAN-AMERICAN & CARIBBEAN LIFHRIRE

However, early nineteenth century American writéms|uding African
Americans attempted to write prose involving realigFrancis 10).
Most of the African American authors of the Harl&anaissance used
realism. Many of them employed this literary device fight racial
iIssues. However, others used realism to portrayc@dfr American life
(01).

American realism has been neglected by black vgrasrthey gave more
importance to the romantic works between the CWiar and First

World War. The novelist Chesnutt claims that “théx@ve been few
realist fiction of African American life” (186).

During this period, black authors did not focus roainstream realism
which exposes race relation in the South to mairttae white audience.
The main realistic authors were Chesnutt, Pauliopkihs and Paul
Lawrence Dunbar. Thus, black writers producedeadiure that portrays
blacks as deserving equality with whites. As a ltesiney mixed

between romance and realism (Jarrett 189). Somescrgenerally

associate realism with a realistic setting, an tnusbve narration and a
focus on the characters’ psychological developmBeialistic authors
use the language to create disgust toward blackeatment. Realistic
African writers’ works are based on observationstlod aspects of
African American life including criminality and iteracy (189).

African-American Naturalism

Naturalism is a literary approach that explores tthemes that have a
relation with the growth of science in the late ateenth century. “It
meant that human behavior is solely under the obwtr heredity and
social environment” (Hakutani 02). During this tinseientific discourse
led to the emergence of literary naturalism. Ndistravriting often
depicts the limitations and restrictions imposedrahviduals’ freedom.
In fact, the stronger example of the denial of dicge is revealed in the
system of slavery in the United States and theicoots linkage of the
slaves’ position with inferiority (258). During theneteenth century, the
scientific discourse led to the emergence of Iemaaturalism. The
perpetuation of slavery and racial segregation @adigkfrican American
naturalists to criticize slavery and the effectsamfism (258).

Naturalism had shown African American writers sashWright, Ralph
Ellison and James Baldwin. These writers triedvoié rebellion, anger
and protest. They were influenced by the philosopfiynaturalism
which helped them to develop their own versionurhan rights. They
attempted to liberate their fellow human beingsrfraules imposed on
them. As an exampl&lack Boy which is a novel written by Wright,
has a great impact on African American literaryicsm (02).
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Other black writers like Ellison began to beliehaitliterary naturalism
was a burden. It was not a technique for expresaingan American
reality. In this context, Pizer claims that “nafigan in its own day was
often viewed as a threat to the established ordeause it boldly and
vividly depicted the inadequacies of the industsidtem which was the
foundation of that order” (201).

According to Pizer, African American naturalist®kahe responsibility
of addressing legal and scientific distinction lasytbecame affected by
the political and economic system (Dudley 258).

African -American Modernism

Modernism is a movement in art and thought thatesdan Europe and
America in the late nineteenth and early twentmhtury. Recently, it
has been shaped by African American contributionsgrily in the
field of music with ragtime, blues, and jazz (JazsjuPreface).
Modernism emerged when a minority of African Amaris lived
among the whites in the cities by sharing less ipudpace. It was the
moment of the emergence of the racial ghettoesbitdth by African
Americans (01).

Artists used modernist poems and songs to transuaili. One of the
achievements of modernism is its ability to conwaganing in ordinary
language. In this context, Karl suggests that “ILeagge is no longer the
primary agent in its old form of communication & @eating subject-
object relationships” (16). He adds that “The pawe territory is
primary, on which language wanders like a lonelyeadurer hoping to
survive emptiness and whitenes¥hus, he claims that language turns
into a form of music, becoming not only a visuabme but an aural one
as well (16).

The tactility of language appeared through Afriganerican vernacular
speech which is part of the larger culture (KarllRJodernism

represented the African American imaginary aimihgethinking of the
status of black culture within the American cult(ité).

In the modernist era, the use of African Americagsio in written

works did not show the author’'s awareness of raciatters. In fact,
music such as blues and jazz was used by authosafimus purposes
including social commentary and political prote$tus, there is a
connection between music and literature. Hence,ianos jazz in

particular reflected the hopes of African Americdas finding a new
life (15).

The Neorealism Movement (1970-Presesnt)
The neorealism movement is related to Europeansneathat was
established in the nineteenth century. It descrifesas it is actually
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lived rather than giving an idealized portrait loé tworld. It explains the
material nature of life as it is. African Americditerature started to
depict realistic life. Slave narratives and autgbaphies were the main
genre of this period. In this era, writings emphadi on the life of a
society and the pressure of their community (Dick€arr 177). They
were very important because they were based oh and they were
used to talk about the black in a racist counttyeréfore, neorealism in
African American literature focuses on the rea kxperiences of black
people (Smith 742). Contemporary African Americaeomealism

generally focused on the purpose of giving refteddi of the life of

African American communities.

During this period, there was diversity in AfricA&merican literature.
All the genres were presented. The most famousc&ifriAmerican
women writers of the twentieth century are Maya élng, Alice
Walker and Gloria Naylor (745).

African American neo-realists believe that blacks social beings who
must not to be separated from the; social and riesiocontext which
develops their potential and highlights their siigaince as individuals
and giving them more hope (Dickson-Carr 7).

The United States was founded as a country baseglsiite and
equality but it failed to apply these values oni¢gdn Americans. Hence,
the black liberation movement emerged. Literatuas & way for black
Americans to defend their social situation. It dascribed the struggles
of African Americans with slavery and racism. lintains the portrayals
of African American experiences. This kind of la&re has been given
different names such as black literature, Negrerdilre, colored
literature as well as African American literaturgieh was a response to
the lived reality and the fact of segregation.

African American writers shed light on many phasgblack life in the
state of America. They were looking for their ideas. Their works
such as poetry, autobiographies, fiction and eshaiged to form the
African American literature. Consequently, blacktens made a change
by affecting their social reality and the literaguhat had been produced
in response to it. The latter withessed a changen fthe period of
slavery to the present century.

Conclusion

In the voracious topics discussed so far, we hasenhbdrilled into
understanding that the history of African Ameriga@ople is marked
with slavery (1619-1865) which is characterized bgntinuous
dehumanization, humiliation, racial segregation aegploitation.
African Americans were viewed as people with nddmg no cultural
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heritage, no tradition, and no identity in white @mnca. For centuries
Europeans and Americans advanced racial theorigsfefiority, that

ascribed African-Americans to the lower species aybred their

ownership of cultural, ethnic and linguistic values

The African American theorist, critic and writerehty Louis Gates Jr.
claims the intersexuality is central to African Amgan Literary

Tradition. He emphasizes the similarities of AfrieAmerican texts,
especially genre forms and linguistic model whidil finto these
traditions, since writers have tendency to readrantse of the works of
other writers. Therefore, repletion, careful stusfyprevious cultural
heritage, is reflected in the process of signifyinghich marks the
essence of African American literary tradition. t€agoes on to claim,
repetition and revision occurs with a signal difiece. Signification

manifests primarily through hidden textual meaniAdyican past and
present.

Summary

African American literary tradition is a combinatiof cultural memory,
the African experience and cosmogony (the origimmierse, or a set
of ideas about this).In the United States, the oafni tradition and
experience was modified by the Christian one, a typ® of culture and
literature was formed. The intentions to definecAAmerican literary
tradition have always led to contradictory questjsuch as:

What is uniquely Black or American about the litara by Black
authors? What is the Black protagonist’s identig/-it American or
African —American? What is African —American idey® Is Black
literature of a racial or a more universal natuMd?at does it mean to be
Black in White America? Therefore, at the heart tbke Black
experience, there is the problem of double-constiess. In the history
of African-American literary tradition, there ar&d opposing cultural
theories regarding the problem being confronted.e Gheory is
“integrationist” and argues that the Black man insisive to integrate
into the American experience. It chooses priorityAonerican values
over the black ones. The other theory consideegmtion as impossible
because America is not a homogeneous country égriate into. Thus
they speak in favour of group solidarity, ethnicdependence and the
“negritude” Historically; the African —American wer has always
oscillated between these two aesthetic theories.

Tutor-Marked Assignment

1. Discuss the central idea in the works of contenmyofdrican-
American writers using any author's work of youroae to
buttress your point.

2. Discuss their main literary movements as notetia@ir tworks
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3. Do a comparative analytical study of the main stseam their
literary movements.
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MODULE 3 CARIBBEAN EXPERIENCE: RETURN
MIGRATION OF THE WEST INDIANS

INTRODUCTION

This module is aimed at exploring the experiencEafibbean migrants
in Britain by critical analytical reference to Chryhillip’s selected
novels that are concerned with Caribbean migramdistiaeir experience
either in Britain or back on their island of birtGaryl’s works mainly
deal with issues of identity and belonging. Thdial perspective is
historical-biographical. It is necessary to introduthe history of
Caribbean migration to Britain to be able to untierd what migrants
had to experience and what their situation is hkevadays. It is also
important to present the British writer of Caribbearigin — Caryl
Phillips, whose works address Caribbean experiégmdaritain, and to
define his place in Anglophone Caribbean literatase he has been
selected as its representative.

Objectives

The objectives of this unit is to make us see @aibbean society were
systematically discriminated in all areas of thieres and they were
constantly exposed to racial prejudice which gréguarned into verbal

and physical violence. During decades of racialsrigVest Indian

migrants were struggling for recognition and inggm. In the end,
Britain had to accept the fact that it has beconmeudticultural society

and that the mingling of various cultures may badbeial after all. It

will equally enable us to define and clarify thedipoof Caribbean

literature written in English. While tracing itsigins and follows its

development particularly throughout the twentiethtary.

Main Content

British West Indies are the states in the Caribbsaa which were
previously under British control and most of whieme currently
independent countries. The majority of them hawe alecided to join
the Commonwealth of Nations after they gained iedeence.
Historically, these islands were grouped into: tBetish Leeward
Islands, the British Windward Islands and Jamaicath wits
dependencies. There have been continuous attenptsreating
federations and unions of which the most famous tivasWest Indian
Federation. However, it did not survive long, ityfasted from 1958-
62. Its purpose was to form a single state andrhecmdependent of
Britain. Unfortunately, it collapsed and the stabesl to continue their
struggle for independence each on their own. Tits¢ iland to separate
from Britain was Jamaica in 1962 and the last oas Waint Kitts and
Nevis in 1983. There are certain countries whidh sill under British
rule in the present; they are so called Britishregas territories.
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Before moving to the Caribbean migration, we hawvantroduce the
British colonization of the West Indies, the deeliof the British
Empire, its subsequent decolonization and the fatiod of the Old and
the New Commonwealth. The area of the West Indesesl to interest
the colonial powers basically since the voyage lofistopher Columbus
at the end of the 15th century. The islands weaglgglly colonized by
the British, the French, the Dutch and the SpaniBhe British
colonization of the West Indies took place durihg 17th and the 18th
century and Britain introduced on the colonize@nsls both classical
and slave trade. The slaves were mainly brougin #drica to work on
the West Indian sugar plantations. Slavery wadlfirebolished by the
Slavery Abolition Act in 1833. As a result of theerte competition
among the European imperial powers, the First Wuviar broke out
and it caused the decline of the British Empire chgradually lost
almost all its colonies. The decolonization happeingwo main phases:
between the two world wars and after the SecondldMatar. The first
phase involved the so called Old Commonwealth castsuch as
Canada or Australia, which have a strong cultunkl o Britain. The so
called New Commonwealth countries gained indepecsleturing the
second phase and they denote the recently decetbnuntries such as
those in the Indian subcontinent or the Caribbddowadays, the
Commonwealth of Nations represents a loose assmtiaf the United
Kingdom in charge together with its former coloniedich have
voluntarily decided to join in and whose membersmgures their equal
status.

An interesting phenomenon related to Caribbean anigris the return
migration which describes the process of returthécountry of origin.
Return migration tends to be permanent and irrédersis opposed to
transnational mobility which refers to continual dartemporary
migration between Britain and the country of origin general, the
movement from the Caribbean tends to be long-terd ane-
directional. Return migrants to the Caribbean gaherfall into two
categories: the pre-retirement returnees and tiremeent returnees. On
the one hand, there are people who return prioeticement, usually to
earn a living in the region, and, on the other ¢hegho return at
retirement. The differences between the two categ@re mainly based
on the length of their stay in Britain. “Short-stayigrants tended to
return within fourteen years and were back in taelibean by the early
1970s. Meanwhile, “long-stay” migrants had spent, average, over
thirty years in Britain. The return of “long-staytigrants is a
phenomenon of the late 1980s and the 1990s.

The majority of returnees appear to delay returtil tiney retire and

their pensions provide a secure income in the Gadh. On the other
hand, the pre-retirement returnees often come backie” with the
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vision of establishing their own businesses. Thane various factors
affecting the return migration, especially the emoic and socio-
cultural ones which seem to be inseparable. Ortbeothief economic
factors is the cost of living back in the Caribbeammpared to that in
Britain. The housing type is closely related. Thieas been inflation in
land prices in the Caribbean since the 1980s, fineréhose who had
not invested in housing in the preceding decadethase who owned
property neither in Britain nor in the Caribbeamyrid it extremely hard
to return back home and settle there. As mostnmets need to convert
either property or savings in Britain into homesl @erhaps businesses
in the Caribbean, it is likely that property ownexdl predominate
among returnees. The income upon return also @agrucial role in
return migration. The migrants are expected to belthy after so many
years spent abroad; however, the reality is ofteactty the opposite.
Since in most cases they had to settle for a Iqakerstatus and they
often had to send remittances to their families @alatives left behind,
they did not manage to save enough to ensure aeskfeuback in their
country of origin. They also learnt that many aftk who had stayed in
the Caribbean built large houses and seem to bsperous. Social
networks also influence the return of migrants. Sehavho left their
relatives behind feel a considerably stronger teogeo return than
those who have set up their families in BritainisTieturn migration is
demonstrated in Caryl Phillips” selected proseidictthat will be
concisely analyzed towards the later end of thiglute

How to Define Caribbean Literature

As has been said albinitio, the term Black Britig@rature also covers
Caribbean/West Indian literature, therefore itdasonable to start with
the definition of this more general term. By BlaBktish literature we

usually understand literature “[...] created and mii@d in Britain,

largely for a British audience, by black writergher born in Britain or

who have spent a major portion of their lives int&n.”50 The very

essence of the term suggests a racist connotationsimg the term
“black”. It is irrelevant to classify and define @articular literary

movement on the basis of the writer’s skin colddoreover, the term
black usually refers to any non-white authors,udatg African, South

Asian and Caribbean authors. By labelling thisrditere as Black
British, the British academics again suggest thatature produced by
black authors is not part of the mainstream Briligrature. If we want
to define Caribbean literature in English, we camd fa number of
definitions, none of which seems to be fully satt$bry. When defining
it, we also have to consider a number of critereab&se our definition
on. According to David Dabydeen’s definition, “Wésdian literature’

is that written by people from the West Indies éagraphical entity) on
subjects relevant to West Indian history and cekubl We can
immediately see a few gaps in this definition. thrspeople from the
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West Indies may produce literature which has ngthiohdo with West
Indian history or culture, secondly, there may kmn-iWWest Indian
authors who, on the contrary, are concerned witktWelian subjects in
their works and thirdly, there may be authors ofstMadian origin who
emigrated very early in life and therefore spertoasiderable part of
their life out of the Caribbean, moreover, they maytouch upon West
Indian themes either. Therefore, it seems almopbgsible to offer an
adequate definition of this specific body of liten and if we do define
it eventually, we should be aware of the limitafoto our own or
another author’s definition.

Another aspect to be considered when defininglbDaan literature is
the various criteria there are to be considerecbutthwe base our
definition on the location where a work is produced the origin of its
author or on the language in which it is written@af, none of these
criteria seems to be sufficient and reliable, weudth rather consider
several criteria at once. Caribbean literature dmgsecessarily have to
be written by a Caribbean author, the second ad tgeneration of
migrants from the Caribbean already possess, #Britizenship and
some of them may have never been to their paréotsieland before.
Caribbean literature was originally meant to targetblack readership
only, however, since the 1950s it has become isargly popular even
among white British readers. As far as the contehtCaribbean
literature is concerned, there is not a partictiiame that would be used
universally by all authors. What we can say alnfostsure is that this
literature reflects very often on the authors” tfimr second-hand
experience and it explores the theme of migratiod the subsequent
reception of immigrants by the British society. Tenghors try to control
the representation of Black community by means ladirt literary
production. Obviously, there will be quite signdit changes in the
subject matter in the works by first and secondegation Caribbean
writers for their experience differs quite a lotoM on the authors and
their themes is to be found later in this chapfes.we can see, it is
extremely difficult to define the Caribbean litareg which has
undergone a long and complicated development siaaarigins in the
eighteenth century to the twenty-first century. Bieleless, it has
experienced a sort of a “boom” since the 1950siabecomes more and
more popular among Another aspect to be considetssh defining
Caribbean literature is the various criteria thare to be considered.
Should we base our definition on the location wreeweork is produced,
on the origin of its author or on the language inick it is written?
Again, none of these criteria seems to be sufficeemd reliable, we
should rather consider several criteria at onceibBean literature does
not necessarily have to be written by a Caribbedhaoa, the second or
third generation of migrants from the Caribbeareadly possesses a
British citizenship and some of them may have ndween to their
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parents” homeland before. Caribbean literature avggnally meant to
target on black readership only, however, sincel®t0s it has become
increasingly popular even among white British readdés far as the
content of Caribbean literature is concerned, theraot a particular
theme that would be used universally by all auth@vbat we can say
almost for sure is that this literature reflectsyveften on the authors’
first or second-hand experience and it explorestiieene of migration
and the subsequent reception of immigrants by tisB society. The
authors try to control the representation of Blacknmunity by means
of their literary production. Obviously, there wlidle quite significant
changes in the subject matter in the works by &ngt second-generation
Caribbean writers for their experience differs guat lot. More on the
authors and their themes is to be found later i; ¢hapter. As we can
see, it is extremely difficult to define the Cardaim literature which has
undergone a long and complicated development stacarigins in the
eighteenth century to the twenty-first century. Bieheless, it has
experienced a sort of a “boom” since the 1950sialbeicomes more and
more popular among another aspect to be considehesh defining
Caribbean literature is the various criteria thare to be considered.
Should we base our definition on the location wreeveork is produced,
on the origin of its author or on the language inick it is written?
Again, none of these criteria seems to be sufficeamd reliable, we
should rather consider several criteria at onceib8ean literature does
not necessarily have to be written by a Caribbedhaoa, the second or
third generation of migrants from the Caribbeareadly possesses a
British citizenship and some of them may have ndween to their
parents” homeland before. Caribbean literature avggnally meant to
target on black readership only, however, sincel®t0s it has become
increasingly popular even among white British readd@s far as the
content of Caribbean literature is concerned, theraot a particular
theme that would be used universally by all auth@vbat we can say
almost for sure is that this literature reflectsyweften on the authors’
first or second-hand experience and it exploresthieene of migration
and the subsequent reception of immigrants by tfisB society. The
authors try to control the representation of Blacknmunity by means
of their literary production. Obviously, there wlitle quite significant
changes in the subject matter in the works by éingt second-generation
Caribbean writers for their experience differs guat lot. More on the
authors and their themes are significant in Caabberitings. As we
can see, it is extremely difficult to define theriBbean literature which
has undergone a long and complicated developmeog s$is origins in
the eighteenth century to the twenty-first centusgvertheless, it has
experienced a sort of a “thriving” since the 19808l it becomes more
and more popular among readers all over the worttithe academics
pay more and more attention to Black British litara, publishing
studies, offering courses at universities etc.
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Origins of Caribbean Literature and its Evolution in the Twentieth
Century

Some scholars date the beginnings of Anglophonéi=an literature
from 1948, the date of publication of Derek Walcottirst book. It is
true that since the 1930s there have been tendetwiereate a West
Indian national literature written by their own pé® in the Caribbean
creole as a reaction to the educational dominafdheo British who
ignored the West Indian literature.52 However, thee origins of
Caribbean literature date back to the eighteenthtucg when the
dominant literary genres where: slave narrativegtol@ographies,
memoirs and letters. The two most famous pioneethase genres are
Olaudah Equiano with hi§he Interesting Narrative of the Life of
Olaudah Equiano or Gustavus Vaspablished in 1789 and Ignatius
Sancho with hisThe Letters of Ignatius Sancli®782). In a way, their
experience of rejection and hostility can be likeebhe the experience of
the 1950s immigrants to Britain.

Caribbean literature since the 1950s has expemkeaddnd of “boom”
due to the massive immigration of West Indians,ifm@gg with the
Empire Windrush in 1948. Most of the authors wheided to write
about their arrival in Britain and their shatterididsions shared the
experience of colonization, displacement, slaveyancipation and
nationalism. They came to Britain in search of atdselife and
opportunities for themselves and their familieseytbelieved in the
common heritage with the mother country (Britaimwever, they soon
realized that they had been mistaken. In the 1860s1960s emigration
was the major theme of Caribbean literature, wsitdso examined their
colonial experience and the issues of the postpeddence period (the
independence mainly took place in the 1960s, exgJamaica and
Trinidad). The 1950s and 1960s are associated thetHirst-generation
writers who were primarily novelists. It was nottilithe 1970s and
1980s that the Caribbean poetry emerged with itsn§obased on
indigenous models and mostly on the oral traditibhis period also
witnessed the emergence of women’s writing as @upts the 1950s
dominated by male West Indian writers. The 1980sofes typically
associated with the second generation of Cariblbe#dars who explore
the metropolitan experience and the condition ahdpeblack in the
modern world. At the same time many of these astlike to return to
the past and examine the history of black expeeeas the past
experience often shapes our present lives.

Frank Birbalsingh proposes in Hisontiers of Caribbean Literature in
Englishthat the Caribbean literature in English has comiur stages:
the first half of the twentieth century; from 19601965; from 1965 to
1980 and from 1980 to the present. These stagewaiap. The pre-
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1950 writers are generally colonial in their oultpalthough there are
exceptions, notably C. L. R. James, while the 185Qvriters probe and
guestion this outlook. Writers after 1965 (the dhstage) espouse post-
Independence interests, while writers after 198@ (ourth stage) are
concerned either with the fate of immigrants livioig external frontier,
or with the fate of the others like them.

First and Second Generation Caribbean Writers andtte Themes of
their Works

Migrant literature denotes either works produced tie time of
migration or works reflecting on migration, thenefdoth the first and
second generation writers can be called migrarteverif their work is
concerned with the issue of migration in one wagmother. Very often
migrant literature mirrors the writer’s experienegher first-hand or
second-hand, since migration and displacement hawesiderably
affected the second half of the twentieth cent@gryl Phillips is a
migrant writer par excellence, exploring the thenmésidentity and
belonging in his works. He seems to bridge the wardkfirst and second
generation writers in that he reflects on the eigmee of his parents’
migration as well as on his generation’s experietines his work spans
the second half of the twentieth century up to novwamong the
pioneering male West Indian authors who dominalbed1i950s we can
cite: Andrew Salkey, Kamau Brathwaite, Wilson Harrdames Berry,
George Lamming, Samuel Selvon and V. S. NaipaselJdkt two being
of Indo-Caribbean origin.This generation of writsigre their struggle
to assimilate in the hostile British society, theittempts at being
accepted and the reality of not being acceptedeSiheir arrival they
are put under the pressure of racial prejudice a@ydtematic
discrimination. The feeling of alienation, unbelorggand isolation are
common to them. The first generation is typicalbsaciated with the
dream of returning home. Since most of the migraatae for economic
reasons and they meant to get a well-paid job @aveé some money,
they intended to return one day and ensure a bstiedard of living
back home. Most of them left their friends and tre&s behind and they
relied on re-joining them a few years later. Thegded to maintain a
strong cultural identity and they did not wish tdopt the British
lifestyle and customs unlike the generation of rttediildren. We can
often find the use of imagery and colours and dbjémm the home
country (an island in the Caribbean) in their works contrast, this
imagery is completely unfamiliar for most of thecged generation
writers who prefer using English images and refeeen

The second generation Caribbean writers generaltgider themselves
as being part of British society because unlikér tharents they came to
Britain at a very early age or they were even borBritain, therefore
they do not know any other home than Britain. Thegw up in Britain,
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they were educated there and it is natural thel feme at home in
Britain than in the West Indies where only sometlegm return on
regular basis. The fact that they feel a part afidr society does not
mean that they have never experienced racism aairdination so
common to their parents. They have lived through70s and 1980s
racial riots and anti-immigration policies but thegve learnt to fight for
their recognition and integration by participatimg various black
movements and public protests. They too experigmodlems with
identity and belonging, however, in most cases theyot feel the urge
to return to the Caribbean. The writers exploraribe of the frontier
experience, sometimes they return to the time @if frarents” arrival in
their fiction but in most cases they share thenspeal experience of
being black (migrant) in contemporary Britain. Angothese second
generation writers belong: Joan Riley, Caryl Pbd]i Mike Phillips,
Merle Collins, Meera Syal, Diran Adebayo, Zadie ®miCourtia
Newland and Bernardine Evaristo. To sum up, “Th@adssibility of
achieving a sense of belonging in a racist, whiteiety is the central
theme of much black British writing.”55 On the otheand, this theme
cannot be universal across different authors” works

In essence, the new generation of black writerBritain cannot write
about some faraway home from a position of remendaathey write
about Britain from their own British viewpoints amglt their own
British spins on the world as seen from their vewn perspectives.
What characterized an earlier black British litarat the migrants’
otherness, emanated from their coming to Englartissarching for a
particular kind of perceived Britishness that diok mecessarily exist.
Black writers born in England have none of thesgsibns. They are
developing within the British landscapes and sogiaups that they
have been born into, writing about their own imgress of Britain from
a new British perspective.

While first generation Caribbean writers reflect thweir experience of
migration from ex-colonies to the racist Britaireyhthought to be their
homeland to some extent, the second generatiorra/dither return to
the history to highlight its impact on their presedentity or they

explore the lives of black people in contemporamytah. The first

generation is more concerned with alienation asg@ldcement whereas
the second generation is more concerned with belgrand acceptance.

Unit 4: The Search for Identity

The issue of identity (ethnic, cultural or natignahd belonging is a
crucial one for migrants. The fact that they Iéfit home to live in a
completely different country whose society feelgigathy and even
hostility towards them has a considerable impacthair identity and
sense of self. Migrants from very remote parts hed Caribbean are
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suddenly brought to a close proximity and they rofteate tight
communities which give them at least a little séguiThe experience of
living in a strongly racist Britain forges a newabk identity. The
identity formation is a dynamic and long-term preze “Race
consciousness has been awakened in these blacamsighanks to the
racism of the society into which they have entefedew identity has
been forged in the crucible of racist Britain.”7TitBh people simply
distinguish between two races: white (“we”) andcklg‘them” or “the
other”). Coming to Britain with great expectatioasd with the idea in
their mind that Britain is a sort of “home countrjr them, their
illusions are gradually shattered to pieces. Tlegfize they do not and
very probably will not belong in Britain and thelpmessage they hear
all around is “go back home”. “His presence in Emgl dispels two
principal ideas, first that the West Indian and Bntish do not make up
“the same flag” and “the same empire”, and sectimat, England is no
home for the West Indian. [...] Their only achievernenLondon is the
education they receive that they are the otherey #ire inferior and
different.”78 As far as their cultural identity e®ncerned, it is also very
dynamic as it keeps changing over time and itimanly influenced by
the process of migration and the subsequent (mosdgative)
experience in the host country. There exist twoesymf cultural
interaction: one is inter-Caribbean culturation evhirefers to the
interaction between cultures from various partghef Caribbean, and
intra-Caribbean culturation which refers to theerattion between
Caribbean and British cultures.79 The level of ramng links with
the original culture influences cultural continuitih case of second
generation migrants, we rather speak about culenmadion since they
seem to be influenced more by British culture tbgnthe West Indian
culture.

Caribbean Experience and Caryl Phillip’s Literary Relevance
Phillips’s first two novels:The Final Passageand A State of
Independencerespectively, will be compared and contrasted and
eventually, parallels will be drawn between thetagonists” experience
and Phillips’s own (mainly based on his essays)fohghe genre and
theme of his first two novels, they can be covdygdan umbrella term
“migrant writing”, more precisely they are travelscburse/travel
narrative. They are based on the displacement atkBpeople which
dates back to the history of slavery and colomali$hese displaced and
uprooted people are in a constant search for “homaich oscillates
someplace between Africa, Caribbean and Britaire jblurney that the
protagonists of the novels have to undergo is l@tbhysical and a
spiritual journey. While inThe Final Passagéd_eila and Michael move
from an island in the Caribbean to Britain, BertrBrancis fromA State
of Independenceoves in the opposite direction — from Britain back
St Kitts. What follows from Phillips’s early pieces fiction is the fact
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that he does not reduce his works to one settihg lout he addresses
both the Caribbean and Britain.

Literary Relevance of The final passagend State of Independence
The title of the novel refers to the “Middle Passag the process of
bringing Africans as slaves from Africa to the ®@@ean across the
Atlantic. In the novel Leila undergoes the pasdagm her island in the
Caribbean to Britain (London). Apart from the plogdi journey, the
passage may as well be regarded as that from innede experience.
Only when she has left her home country does Lreitdize where her
real home is. The passage is final for Leila’s motWwho moves to
England to undergo medical treatment, however,dsée there. On the
other hand, Leila contemplates returning to thandlat the end of the
novel.

The novel is set on a nameless island which, howéveery probably
based on Phillips’s island of birth — St Kitts. Amer setting is London
where the two protagonists move with their baby logrder to start a
new and hopefully a better life. England is simagsociated with great
hope and high expectations. The migration takeseptaughly in the
1950s, during the period of great migration frone flormer British
colonies. It is Phillips’s family who came to Bitaat this point.
Although the ending of the novel is ambiguous,sitvery likely that
Leila would move back to St. Kitts with her littkon and the second
baby on the way.

The novel tells the story of a nineteen-year oldatta woman Leila
who wants to escape her aimless life and dysfumationarriage by
moving to England with her husband and their litden Calvin.
Throughout the novel we learn about her motifsléaving her native
island. She also wants to join there her mother whseriously ill and
who came to Britain to undergo medical treatmeeilaLimagines that
they would be able to live together happily and wleld look after her
mother. Unfortunately, their stay in England isig failure from the
beginning to the end. Leila’s mother is in hospitady have nowhere to
stay, their relationship gets even worse and timelyup living in a house
that is falling apart. Michael puts all the blame leila and he soon
abandons her. After her mother’'s death and herragpa from
Michael, Leila gives up all her hopes and illusiarsd she thinks of
going back to St Kitts where at least she felt seemd welcome.

The story is narrated in the third person, howewes,seen from Leila’s
perspective. Therefore Phillips paradoxically défer female point of
view despite the fact that Leila can be considexgohssive character
since she represents the submissive role of womethe Caribbean
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society. Phillips largely focuses on individual ekpnce by presenting
individual histories.

The novel has a clearly disjointed (cyclical) stane, mixing the past
with the present. This fragmented narrative shoedoke the
displacement of its characters. “This disjointedrai@e configuration
demonstrates the broken histories in the liveshef ¢haracters. More
than this, it created for the reader a sense ddtisa, desperation and
loss as depicted in the novel.”82 It consists @€ fparts which do not
follow a chronological order. The first part calléthe End” deals with
Leila’s preparation for the journey to England. Emel obviously refers
to the end of her life on the island and at theesime a new beginning
in London. The second part “Home” goes back todsillife on the
island and it makes us understand why she finalides to leave this
life behind and start from the scratch elsewhere Marn about her
relationship with Michael whom she marries desgier mother’s
warnings. They have a baby boy together, CalvimmwiMichael cares
little for. He is rather busy having affairs witlther women. Combined
with her mother’s illness and her unexpected “ttp’England, Leila
sees her life as a complete failure and so sheleetdo move to England
to make a new start there. “The night before, Lbda decided that if
England was going to be a new start after the phlast year, then she
must take as little as possible with her to rentied of the island.”83
England is a place of hope for many people from @eibbean,
including Leila. Unfortunately, she does not realthe consequences
this decision can have for their future lives. Nloat her relationship
with Michael does not improve in London, it evertsgevorse and he
blames her for any trouble that they encounter. frinel part called
“England” is devoted to their stay in London. Itkea the reader follow
them from their very first steps until the end. Blyoafter their arrival,
they start looking for Leila’s mother and a plagsestay. They find out
that she is in hospital and they spend a few nightser landlord’s small
place. Discrimination and racial hostility becomeocanmon part of their
lives. They end up living in a rented house whimmearly falling apart
and so is their marriage. Michael stays in the bdass and less until he
abandons Leila and Calvin for good. He does noparipLeila even
during the worst time of her life — when her motbegs and her dreams
fall into pieces. The fourth part looks back atitheurney to England
on board of a ship. It follows their arrival in Hagd, their search for
Leila’s mother, for accommodation and a job for hiel. The final part
symbolically called “Winter” refers to the physicabolness of this
season, but also to the coolness with which theytraated in England.
Last but not least, it represents the coolnes$eaif telationship. Leila
ends up deserted, defeated and disillusioned. lgalast her mother,
having been abandoned by her husband and beinganegith a
second baby, this time she decides to get rid bth&l possessions
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reminding her of England and she thinks of goingkbt St. Kitts
where at least she feels secure and welcome. “Sp@nlto feed the fire
with the objects and garments that reminded hdreoffive months in
England.”84 Although the novel’s ending is ambigjoane thing is
clear — Leila’s hopes and dreams of a new andrddé&edurn sour. “At
the end of the novel Leila’s quest for love, adyelife, and happiness
remains unfulfilled.”85.

It is exactly the issue of belonging which appeacsoss Phillips’s
works. He portrays characters who, for one reasoanother, do not
seem to belong and who feel the urge to migratelaokl for a place
they could finally call “home”. Leila still has ahance to come back
home and settle there again, supported by heofifefriends. However,
the situation is much worse for return migrants vwe spent decades
in Britain and who eventually decide to move bagkitie Caribbean.
What is more, they often feel strangers back “hoed they end up
torn between two countries, belonging to neitheth@m. This is the
case of Bertram Francis, the protagonist of Plsilipsecond noveA
State of IndependencéPhillips is preoccupied with the search for
belonging and identity throughout his works of ibat as well as non-
fiction. He can draw inspiration from his own expece of migration:
he was born in St Kitts grew up in Britain and ha&rently keeps
moving between Britain, the Caribbean and the dn8tates.

Conclusion

The aim of this module was to introduce and dematestthe West
Indian experience in Britain by means of explormggrant writing in
English written by Caribbean authors. Caryl Phdlliand his selected
prose fiction have been selected as outstandinm@es of this genre.
Since Phillips was born in the West Indies but gidwp and educated
in Britain and since he currently travels betweetial, the USA and
the Caribbean, he is entitled to address the isstigentity and (not)
belonging. His characters are frequently displagsdiated and torn
between the country of their birth, the host cowpBritain in this case)
and the homeland of their ancestors (Africa). Li4ellips himself, they
feel the urge to move from one place to anothdini a place where
they could finally settle and lead a peaceful andaningful life.
Although Phillips has achieved a major literarycss, the protagonists
of his first two novels keep wandering and theyerexeally achieve
anything. He never provides a ready-made conclusioce his novels
often end in an ambiguous way.

Significantly, a historical, sociological and demaghic perspective of
the phenomenon of West Indian migration to Britais explored. We
need to understand when, how and for what reasost Wdian had
started coming in large numbers in Britain sincd8.9The arrival of
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Windrush triggered a massive influx of migrants ethcontinued up to
the early 1960s when the anti-immigrant policy wasnched. The
chapter further follows the lives of these migranta new country they
considered so long to be a sort of their “motheunty”. They had
come with high expectations of which eventuallyysthonly shattered
illusions. Having had to face systematic discrintiora in all fields of
life, their self-confidence was undermined andrtig@ntity insecure. As
a result, most migrants put the hope into themrrethowever, many of
them simply could not afford it. West Indian migrsmften ended up
doing poorly-paid and unskilled jobs and living ierrible housing
conditions. The situation seems to be slowly imprgvthese days,
nevertheless all those years of racial violencetarrdr cannot be easily
forgotten.

Summary

The entire discourse here is already devoted tditdrary portrayal of
West Indian migrant experience. Caribbean histbricackground,
experiences and writings have been voraciouslyoeggdlin this module.
As a related and relevance representative of tlugement, we have
chosen Caryl Phillips, a young and promising Bhitisriter of West
Indian origin. Before familiarising the reader withis writer and his
early works in particular, Anglophone Caribbearerbtture has been
introduced. However, if we want to provide a ddfom of Caribbean
literature in general, we discover it is a comgkchmatter. We come
across a number of various criteria which couldcbesidered such as
the language of the work, the origin of the autlsoihject matter, etc. It
is therefore complicated to decide which authdr Iséilongs and which
one does not. A brief overview of the Caribbeagréiture in English has
been included as well. Phillips’s biography can ilitate our
understanding of his works since he often includeils of his own
life. It is also advised that his novels be reagktber with his essays (or
other non-fiction works). Phillips has undoubtedighieved a major
success with his works due to his diligence, talenginality and his
ability of empathy.

Tutor Marked Assignment
1. Discuss identity, self and belongingness as ecatitssue that
concerns Caribbean literary tradition.

2. What forms the subject matter of the first and sdoBaribbean
writers and their common themes in Caribbean litee®

3. From the origin of Caribbean literature and itslation in the

20" century, discuss some of the prominent scholatsate
indispensable literary representatives of that era.
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4, Discuss the literary relevance and sterling coatidm of Caryl's
Final PassageindState of Independenae Caribbean literature.
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MODULE 4. COMPARATIVE BLACK LITERATURE AND
POST- COLONIALISM: PILLARS, PERIODS AND
THEMES

INTRODUCTION

This module introduces the theoretical frameworkatths been
prominently used in African-American and Caribbdétarary discourse.
This segment also sees it consequential to getasireith the
mainstream of post-colonial theory.

Postcolonial Literary theory is a literary interfagon of post-
colonialism that is, a study of the effects of coédism on cultures and
societies. It is a literary approach that givesiradkof psychological
relief to the people (the colonized) for whom itsa@orn. Post-colonial
literary theory aims at not only to expose the bdsiof colonialism but
to reveal and discuss what independent nationsciegiyethe African
and Caribbean make of themselves even after thesdexhcolonialism.

Objectives
At the end of this module, you should be able talewstand the
following:

1. It aims is to investigate how African-American a@aribbean
literary tradition strategically maps, re-maps, #meh textualizes
the operations of power relations to challenge woekings of
colonization and to assess the relationship betvaeghenticity
and selfhood.

2. To search through the power of the imagination, aillbean
narrative of hitherto silenced past challenges YWestern
articulation and what role it plays, if any, in thecovery of a
Caribbean voice and sense of authentic self-hood.

3. To re-examine the power of postcolonial languagen from the
perspective of an operation of discourse, as adabehslavement,
of liberation and of transformation.

4. To ascertain how the use of cross-rhythms, tériveaving of
narratives and discourses, of crossing of bordetheaheart of
the Anglophone Caribbean novel challenges an aalsit
traditional vision of reality and identity. How thienables a
transcultural perspective on identity to be envisib.

Main Content

Whenever we hear the names: Chinua Achebe, HonblihaNgugi wa

Thiong'o, Wole Soyinka, Gayatri Spivak, Franz FanBuachi Emecheta
. etc, we directly think of postcolonial literaturBlark Stein, in his

book,Black British Literatures: Novels of Transformatj@aid:—Post-

colonial literatures can be defined as those Eurapte literatures that
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have arisen in the wake of European colonialisfBtein 2004: 201). In
the Oxford dictionary of literary termswe find this definition:
—ypostcolonial literature a category devised to replace and expand
upon what was once called Commonwealth Literatures a label, it
thus covers a very wide range of writings from cdras that were
once colonies or dependencies of the European pewdéOxford
Dictionary). Another distinct definition is that oMarie Rose
Napierkowski who said thatpostcolonial literature seeks to describe
the interactions between European nations and theoples they
colonized

However, the controversies with these definitionshiat the process of
colonization in itself is not the core of postcalinstudies, and that
many postcolonial works were written during col@atian so it would

not be correct to say that it is the set of workstten after the

independence of these countries. Besides, mosthefindependent
countries are still dependent on their former caers in a way or

another. Another fact is that saying that postcallonvriters were

influenced by western studies is not exactly hogséhwriters wanted to
be remembered.

History has become a crucial issue in literatunkis to postcolonial
literature, and we can see that through its déimit Cultural and
ideological implications of a literary text alsovieabecome important
since the emergence of postcolonial studies. Tls&cptonial text serves
as a vehicle to transmit the identity and natidn&rest of a society.
Besides, postcolonial literature attempts to getofi the fact that it has
no history or literature, a quality which was dttried to it by many
imperial texts. These facts make the themes incplustial literatures
widely varying: place and displacement, languagdyridity, identity,
colonialism, resistance ... etc.

With time, scholars have tried to refine the défom of postcolonial

literature to make it more plausible, such as ttlewing:
Postcolonial literature (or Post-colonial literaur
sometimes called New English literature(s)), is a
body of literary writings that reacts to the discsmu
of colonization. Post-colonial literature often
involves writings that deal with issues of de-
colonization or the political and cultural
independence of people formerly subjugated to
colonial rule. It is also a literary critique toxts
that carry racist or colonial undertones. Postdalon
literature, finally in its most recent form, also
attempts to critique the contemporary postcolonial
discourse that has been shaped over recent times. |
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attempts to re-read this very emergence of
postcolonialism and its literary expression itself.
(Online Encyclopedia

Other scholars say that the postcolonial writerbvett the colonial

discourse by using specific techniques such amgelh known story

from the view of an oppressed character in it. Algois generally

recognized that the main characters in postcoldiéahture are always
struggling to construct their identity feeling tpegul between their native
culture and the newly hybridized dominant culture.

In the MA English-Literatureessays, they say that postcolonial literature
represents any writings after independence whickl¢aone of these
subjects: the new cultural identity of the colowizghat is to deal with
the occurring cultural and social changes withistpolonial societies),
the notion of independence in itself (whether thesstcolonial societies
are really fully independent or not), and the isstienarginalization and
alienation ( within the western society, or thewrop postcolonial
society). So, no matters how variant are the waymlars perceive
postcolonial literature, they always get close atbuthe same
perspectives.

In The Concise Oxford Companion to English Literajudeabble and
Stringer define postcolonial literature as follows:+post-colonial
literature consists of a body of writing emanatinffom Europe’s
former colonies which addresses questions of higtoridentity,
ethnicity, gender and languagéDrabble and Stringer, 2003), they add
that looking for a national political and cultuekakening, postcolonial
literatures relied on popular resistance to abatslonial rule, in a way
to unveil the truth that there is no such a thia@ gassive native.
Another important definition is that of Ashcroft at in The Empire
Writes Back who think that, semantically speaking, the term
postcolonial literature is used to describe therditures interested in the
national culture after independence. To point ational literature
people used to say “modern Canadian writing” occérdg west Indian
literature”.

Consequently, Postcolonial, as a term, suggesistanse to “colonial”
power and its discourses that continues to shap®ug cultures,
including those whose revolutions have overthroarmil ties to their
colonial rulers. Postcolonial theory, thereforesuses on subverting the
colonizer’s discourse that attempts to distortdkperience and realities,
and inscribe inferiority on the colonized peopleonder to exercise total
control. It is also concerned with the productioh lberature by
colonized peoples that articulates their identitg @eclaims their past in
the face of that past's inevitable otherness. Bk bf a postcolonial
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theorist is to insert the often ‘absent’ colonizedbject into the dominant
discourse in a way that it resists/subverts thaaity of the colonizer.
Post-colonialism emerges as a result of colonialifinrefers to the
discourse that deals with “the effects of colon@aton culture and
societies” (Ashcroft, et al., 2007: 168). It contewith the culture after
the period of colonialism until the present daysiorother words, the
post-independence period. During or precisely dftercolonial period,
the colonizer’s thoughts, particularly Western thlots, have dominated
world’'s culture and marginalized the colonized wgrét (Selden and
Widdowson, 1993: 189). The colonizer’s culture éers as the higher
and superior one, above the colonized cultureishs¢en as the ‘Other’.
Post-colonialism then gives another perception arirgy the relation
between the colonizer and the colonized. It questibe validity of the
assumptions that the colonizer’'s culture is betten the colonized
culture. Since there are many people in many camin the world that
had experienced colonialism, post-colonialism pilesia crucial way in
expressing the realities of the colonized people.

Postcolonial literature comes from the broadesntpost colonialism

which deals basically with the period of coloniali@nd its aftermath.

The editors ofThe Empire Writes Bacstate that postcolonial literature
and post colonialism in general, also deal with tlesultant of

colonialism which is cross -cultural discourse atsl effect on the

literature produced in the postcolonial world. (Bhat's why Post

colonialism appeared as a literary theory to stlithratures of the

formerly colonized nations, mainly those colonitgdEuropean powers
such as Britain. It takes also into considerattos literature of colonial

writers who make of the portrayal of colonized zgtis their subject
matter.

In addition, post colonialism depicts the identiby the colonized
society; it deals with the huge challenge of buidpga national identity
following a harmful experience and how writers tatbout and celebrate
that identity, often reclaiming it from, and maimiag strong
connections with the colonizer. They do it throygbducing a literature
that debates cultural identity and criticizes therge that occurred
during colonization and in the present state ofpstcolonial societies.
Postcolonial literature deals with the cultural mipa that occurred in the
postcolonial societies and led to a cross-cultatate in literature and
society.

However, this focus on the quest for identity hasrbwidely criticized.
Some scholars claim that this has become an obsef&si postcolonial
writers with this issue while others argue thamntitg is an important
aspect of understanding the self and in identifyith society and the
rest of the world. It is obvious that characterd arainly protagonists in
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postcolonial novels are often pictured as strugglo figure out who
they are, and attempting to find their place inwesn the old native
world and the imperial world. These literary workgritten by

postcolonial literary authors like: Chinua Achebiugi Wa Thiongo,
Alice Walker, Jamaica Kincaid, Audre Lorde, Geotganming, just to
mention but a few, depict the crucial question postcolonial writers
and their people about the nature of the newly gmgridentity. They
arise a broader and more complicated question akbete do they fit
in this new world order.

This quest for identity in the postcolonial litaret has been revolving
around the key features that forge and build amtide These key
features overlap; that is, when tackling one ohthee find ourselves
unconsciously talking about the other. Some of éhkey features
consist of the notions of migration, hybridity, rcblturality and

otherness. The African-American and Caribbeanditee is in fact a
very striking example of postcolonial literaturenc it explores the
struggle for the quest of identity.

Themes of Post-colonial literature

Barry (1995: 193) states that there are four thewfepostcolonial
literature. The first characteristic is “an awarenef representations of
the non-European as exotic or immoral ‘Other’, vihig still related to
Fanon’s idea of reclaiming one’s own past or priemal era and thus
rejecting the modern or the colonial era. Here,tqgoonial writers
create a pre-colonial version of their nation withoeferring to the
colonial era which has been tainted with colonra\kledge.

The second is the concern with colonial languag@ceSit is originally
the colonizer’'s language, postcolonial writers féeht the language
belongs to somebody else. They also feel thatathguage should not be
moved around, changed, or modified without perrarssiTherefore,
using it will involve an agreement in colonial sttures.

The third is the recognition of an identity as deulor hybrid. It

concerns with identity issues. Post-colonial wsateften have double
identity, one identity as the colonizer and theeotdis the colonized, and
it is reflected in their writings. As post-coloniéterary criticism is

aware of the representation of other cultures terdture, it can
recognize the presence of such double identity.

The last is the emphasis on ‘cross-cultural’ int@oes, as postcolonial
writers seem to make a transition from the Europeaodels into

African or Asian forms. The transition has threeagds (Barry, 1995:
195). The first is ‘adopt’ phase, when the writadopt the European
form as it stands because it is assumed as unilyevaéd.
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The second is ‘adapt’ phase, when the writers aBapbpean form to
African or Asian matters. The last is ‘adept’ phasten the writers
remake the form with its own characteristics, withageference to
European form.

The main subject matter in the earlier phase ot-polenial criticism
was about the West's perception towards the Easthé beginning,
post-colonial criticism tried to criticize the litations and biases which
are presented in the West's perception only. Howeire the latter
phase, post-colonial criticism is also concernetththe explorations of
the post-colonial societies and celebrates diwerdiybridity, and
difference. Therefore, it is not always about thealry’ between the
colonizer and the colonized.

However, for Ashcroft et al, the term postcoloritdrature is used to
denote all literature covering the culture influeddy imperialism from
the beginning of colonization till now. On anothend, they hesitate to
place the literature of the United States undes ttategory, and they
argue that it is due to its relationship to a caboentre (Britain) that it
could be seen as postcolonial.

What is important is that these literatures shiaeecharacteristie—that
they emerged in their present form out of the exjece of
colonization and asserted themselves by foregroungdihe tension
with the imperial power, and by emphasizing theiiffdrences from
the assumptions of the imperial cent(@shcroft et al 2002: 2) and this
is the quality which emphasizes their postcolotyali

According toThe Postcolonial Studies Reagd@ostcolonial literature
faces a great dilemma which is replacing ,Engligérature” by “world
literature” through the process of changing “Angbmntric
assumptions”. For Ania Loomba, books written on tpa®nial
literatures concern themselves only withkliteratures written in
English, or widely available in translation, or ths® that have made the
best-seller lists in Europe and the United Staé®omba 1998: 93), a
fact that has to be reconsidered. In Ereyclopedia of Literature and
Criticism, Coyle et al say that postcolonial literature msgive and
subjugated in the view of Anglo-European studies,it» their own view
this literature is neither passive nor isolated] a® cannot account for
it appropriately without taking into consideratibs textual relations.
Postcolonial literature went through phases matghine development
of the national uprising and strong desire to dplim the metropolitan
centre. During colonization writings were produdadthe colonizers
language by—a literate elite whose primary identification is thi the
colonizing power(Ashcroft et al 2002: 5). These texts were prinyaril
produced by writers who represent the colonizingntree settlers,
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travelers, soldiers ... etc. These writings, accaydim Ashcroft et al,
cannot be classified under the category of indigentulture or native
culture, despite the fact that they write about ¢cbéonized countries,
they seem to privilege the colonizing centre. Amese literatures’
loyalty to imperialism is hidden under their clamnebjectivity which
hides the imperial discourse where they were born.

After that period, the “natives” and the “outcaspgbduced a literature
which was given license only by the empire. Like thinetieth century
literature produced by the “English educated uppkass” and the
“African missionary literature”. Such a categoryaiters felt they were
advantaged because they had at hand the colonilsertgiage and
education.

These literatures did deal with subjects likethe brutality of the
convict system [...] the historical potency of the pgplanted and
denigrated native cultures [...] or the existence af rich cultural
heritage older and more extensive than that of Epe(Ashcroft et al
2002: 6) but they could not fully develop the theofesubversion or
explore their anti-colonial orientation. These rktieires were produced
under colonial control which granted permission agning what is
appropriate or not, and concerning the distribugbthe work, Ashcroft
et al add to this—texts of this kind come into being within the
constraints of a discourse and the institutionalgmtice of a patronage
system which limits and undercuts their assertiof a different
perspective(Ashcroft et al 2002: 6). The literature producedtbose
who wanted to end these restrictions and use wr#ings for different
and more efficient objectives appear in what Astiebal call “modern
post-colonial literatures”.

Besides the issues of language, hegemony and akatldeen discussed
before, postcolonial literature discusses the issife place and
displacement in which, as Ashcroft et al thinkthe special post-
colonial crisis of identity comes into being; theowcern with the
development or recovery of an effective identifyinglationship
between self and placéAshcroft et al 2002: 8). So, and as Lazarus
postulates, to say that a writer or a piece ofimgits postcolonial was to
date it back to a certain moment or to relate iatepecific period in
time, or to relate it to a certain community orntigy, but with time, this
scope has broadened and the reference has chargkthis could be
seen in its relation with the world.

On the relationship of postcolonial literature witie western literary
canon, John Marx inThe Cambridge Companion to Postcolonial
Literary Studiessays that he identifies three sorts of relationshipt he
deals only with two of them which he thinks are flzan to everybody
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else. The first one is that postcolonial literatvepudiates the canon.
According to him, the universal audience has becerperienced and
well trained in considering the colonized liter&tas the “antithesis” of
the literature of the canon and as an effective wayrestore the
traditional literature and culture that the colarmiried to erase.

The second point is that postcolonial literaturetrigng to make a
revision of texts and concepts belonging to theonand here Marx
explains that the audience considers that post@ilbreratures criticize
Western literatures by using many techniques likariting some
works, or appropriating some genres ... etc. He addbe fact that a
writer's capacity to represent a place and its pkops widely
considered relevant to determining canonicity sugte how
dramatically postcolonial literature has changed whwe mean when
we say—the canon(Lazarus 2004: 85)

Postcolonial Literary Theory

Postcolonial Literary theory is a literary interfagon of post-
colonialism that is, a study of the effects of caoédism on cultures and
societies. It is a literary approach that givesiradkof psychological
relief to the people (the colonized) for whom itdenceived. Post-
colonial literary theory aims at not only to expasithe oddities of
colonialism but to reveal and discuss what indepahdnations
especially the African-American and Caribbean peophake of
themselves even after the demise of colonialism.

Consequently, Postcoloniality, as a concept, suggessistance to
“colonial” power and its discourses that continue shape various
cultures, including those whose revolutions haverttwown formal ties

to their colonial rulers. Postcolonial theory, #fere, focuses on
subverting the colonizer's discourse that attemfis distort the

experience and realities of the colonized, andribsanferiority on the

colonized people in order to exercise a literatfréotal control. It is

also concerned with the production of literature doyonized peoples
that articulates their identity and reclaims thgast in the face of that
past's reduction to otherness. The task of a plostied theorist or critic

is to insert the often ‘absent’ colonized subjectoi the dominant
discourse in a way that it resists and subverts ahiority of the

colonizer.

Chinua Achebe, Edward Said, Helen Tiffin ,Frantndia and Homi
K. Bhabha to mention but a few, have popularizedttieory in the later
years. Chinua Achebe a pulsating postcolonialevbi&s pointed out the
abysmal nature of colonialism which needs to beosield with an
overwhelming passion and prejudice if the Africamyt recognize the
gravity of the evil associated with colonialism atsdhistory. Achebe in
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his prominent and outstanding article “The Novekst a Teacher”

unequivocally asserts that;
Postcolonialism is born at the very first
moment of colonial contact.lt is the speech
of oppositionality which colonialism brings
into being.The postcolonial literature shows
the upshot of colonialism and reveals the
nostalgic self of the colonized. For a
colonized is bound to put up with the
different disconcerting situations. He has to
have high resistance and fortitude against
lots of uncalled entrapment and enslavement.
(137)

In approaching the concern of postcolonial literdmyory, Edward Said
depicts that “postcolonial literature knocks on tfw®r of the colonized
intending to commune with them. For it aims ateeing the inner
sanctum and bringing into picture their cries ofssloand their
proclamation of birth” (25).

Speaking further on the concept of postcoloniarditure, Helen Tiffin
justifies that “postcolonial literary theory indies a new way of
thinking in which cultural, intellectual, economic political processes
are seen to work together in the formation, peigtein and dismantling
colonialism”(13).

Elucidating further on the issue of postcoloni&triary theory, Frantz
Fanon presents that “through the postcolonial disssy a hysterical
violence and radical resistance is captured edpeamthe Caribbean
people where violence is understood as an attackewallous culture,
ideas, and value systems of the colonial peopl@}. (1

Emphasizing more pertinently on the concept of gmenialism, Homi
K. Bhabha denotes that “postcolonial literary tlyeanalyses itself with
the metaphysical, ethical, and political concerhshe colonial people
and the quest for identity concerns itself with teeudy of the
colonization which began as early as the Renaissamd involves
winning back and reconstituting the native culttifés).

Among the Caribbean literary artists, Kincaid’s alsvand essays have
played crucial roles in the growth of postcoloni&rary theory and
indigenous knowledge inclinations.

The ancestry of postcolonial criticism and theaan e traced to Frantz

Fanon’sBlack Skin, White Maskand The Wretchedof the Earth,both
published in French in 1952, and 1961 respectivélgnon was a
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Martinique—born black psychiatrist and anti-coldstaintellectual who
wrote from the perspective of a colonial subject tire thick of
decolonization, addresses other colonial subjétésplaces the cultural
aspect of colonial and postcolonial history at tbentre of his
discussion. Various anti-colonial theories havéuericed the oppressed
peoples of the world; buThe Wretchedf the Earthhas articulated
more effectively, profoundly and lastingly than amiyer anti-colonial
work on behalf of and in service to the extensiteedf the colonized.

In Bhabha's own terms: ‘colonial discourse produitescolonized as a
social reality which is at once an ‘other’ and gatirely knowable and
visible (101)’. According to Bhabha, ‘hybridity’ & kind of negotiation
between the colonizer and the colonized.

He seems to stress the idea that both the coloamthe colonized are
interdependent, both politically and culturally. sHiconcept of
‘otherness’ is derived from Lacan’s ‘Other’ and Bats idea of ‘Other’
as binary opposition between White and Black.

Postcolonial studies often involve a prolonged gegaent with issues
such as terrain, people and their relationshipsaltive power and its
resistance, historical continuity and change, regm&ation and culture,
knowledge and its construction. Though post col@na is ‘the
discourse of the colonized’ as described by Ashcibhas the potential
to assemble new communities with political and aghcommitment to
challenging and questioning the practices of dotrona and
subjugation, the whole idea of cultural hegemonyedries of colonial
discourses play a very influential role in the depenent of post
colonialism. They explore how representations andes of perception
are used as fundamental weapons of colonial powekeep the
colonized subservient to them. Colonialism credtes notion in the
mind of the colonized that it is their birth rigiat rule over other peoples
and there is a deliberate process of colonizingmired. They do it by
persuading the colonized to accept and internékzegic and speak its
language.

It is obviously established that postcolonial ktertheory evolved as a
literary interpretation of the growing postcolontléorization of the late
60’s and 70’s. Literary texts were therefore anadlybased on ethno-
historical tools for deciphering the dialects oftetal forms and politics

of power, colonialism and apartheid.

In postcolonial theory we find a focus on how hgbriare conceived.
Hybridization is seen in a binary way, the mixin§ races and the
alienation of some races to point atthe Victorian extreme right
which regarded different races as different species] according to
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Robert Young(Loomba 1998: 173) and this also gives ground to
criticism arguing that the notion of “hybridity” derestimates—the
clash between the colonizer and the colonized aneré¢fore
misrepresent the dynamics of anti-colonial strugg{eoomba 1998:
181). And again she gives the example of natiohalisvements like
“negritude” which are alienated and cannot conftonsuch a notion as
hybridity. Another criticism to this theory is thiathas a pessimistic tone
since it is, as the writer says, the child of paxiernism.

On the importance of using postcolonial theory, g.at, A. K. in the
article presented to the Australian AssociationResearch in Education
(AARE) in 2005, relying on the views of many scheldike Gandhi,
summarizes it into the following points: rethinkingself”,
deconstructing the discourse of the “regimes oétiy”, reconstructing
“historical self-invention”, and recreating or dibg the “painful
memories of the colonial era” and its consequerdes independence
like the imperial linguistic, literary and culturdbmination.

In the section entitle®ecolonizing Culturen The Postcolonial Studies
Reader Katrak says that some critics try to use what dadls
“fashionable theoretical models” for two reasortse first one is to
substantiate postcolonial literatures and to empbéatheir worthiness
by using “complicated Eurocentric models, and tbeosd one is , as
Katrak states;—to succumb to the lure of engaging in a hegemonic
discourse of Western theory given that it is diffic or challenging,’
often for the sole purpose of demonstrating its sitomings for an
interpretation of postcolonial textgAshcroft et al 1995: 256).

In addition to that, Martin Denyer, a visiting lacgr in visual culture at
Middlesex University, in his essay entitled/hat and Where is
Postcolonial Theory,?says that it examines the European domination of
non-European peoples, lands, and cultures. HoweWeexamines
essentially the immanent views implemented by ingberolonization
about Europe being superior to the countries itdrase colonized, and
the damages it has caused to their self-identigy.adds that the issues
of ethnicity, hybridity, and displacement ... etc sbite only three
topics in postcolonial theory which lead to disctlss vast topic of the
diversity of cultural identity. So, this makes ddtional identity a main
iIssue in postcolonial theory.

It is known that this theory has emerged with theligation of Edward
Said’s Orientalismin 1978, which in fact, according to Leela Gandhi,
developed in a quite poststructuralist environmactrnated by the
figures of Derrida and Foucault. She argues thatl'Sadeas relied
essentially on the work of Foucault, and that Sgwavork dealt with
—the task of dialogue and negotiation with and betmeDerrida and
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Foucault (Gandhi 1998: 26-27). So, it is due to poststruadtsm and
postmodernism, and their relation to Marxism thastpolonial theory
exists. She blames this theory for its limited d¢ibnency and its
excessive focus on politics rather than theory.

Gandhi adds to this that its first phase is Origita Postcolonial
theory is concerned with defending the “marginalizether” living
within “repressive structures” of domination. Itatso concerned with
reversing the existing order of gender, culturej aace. In a way or
another, Gandhi tries to say that postcolonial heé® an extension to
western theory. In the section entitled Thmnits of Postcolonial Theory
she says—postcolonial theory is situated somewhere in théerstices
between Marxism and postmodernism/poststructurali@@andhi 1998:
167).

Professor John Lye, in his ess@8gme Issues in Postcolonial Theory
said that postcolonial theory depends mostly onnthieon of otherness
and resistance. He says:Post-colonial theory deals with the reading
and writing of literature written in previously orcurrently colonized
countries, or literature written in colonizing counies which deals
with colonization or colonized peoplestThe main concerns of this
theory are how the literature produced by the dakms changes the
reality of the colonized and immortalizes the seofsaferiority within
them; and how the literature of the colonized triesexpress their
identity and tries to regain their lost past exteated by the new past
which put them in the column of “otherness”. If i@ok for the
definition of postcolonial theory in any encyclopedve would find this
definition: —Post-colonialism (postcolonial theory, post-colohia
theory) is a specifically post-modern intellectualiscourse that
consists of reactions to, and analysis of, the cu#tl legacy of
colonialism.(WIKIPEDIA)

Postcolonial theory tries to answer questions alibet notions of
language, home, identity, hybridity and so on, be basis that the
colonizer wants to achieve his control and effent those notions
through the process of “knowing” the other, as Asficsays inThe
Postcolonial Studies Readéto name the world is to “understand” it, to
know it and to have control over it” (Ashcroft dt1®95: 283). And as
David Washburn in his essay thinks thaknowledge is power, and
words, whether written or spoken, are the mediumestchange, using
words incurs responsibility

Ashcroft et al also define postcolonial theory asliscussion of—

migration, slavery, suppression, resistance, regmstion, difference,
race, gender, place, and responses to the influginthaster discourses
of imperial Europe [...] and the fundamental experieas of speaking
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and writing by which all these come into beirfgshcroft et al 1995: 2).
Washburn says that the critical nature of postdalotheory brings
about the disturbance of western thought, and ¢inisg room to the
marginalized people to make their voices heardfartalternatives to
the dominant voices.

Furthermore, Colin Wright in one of his essays shat Terry Eagleton
in one of his articles has accused postcoloniarthef: obscurantism,
narcissism, solipsism, political disorientation,dacomplicity with

American Cultural imperialism. Many postcoloniaktists think that
the colonizer still exercises control over the omed even after
independence, so, as Cotey Binns points out: “lposxig a culture’s
colonial history, postcolonial theory empowers aisty with the ability
to value itself”. Postcolonial theory emerged fraie writings of

counter-colonial resistance writers such as FaBaigj and Spivak. As
stated in the Oxford dictionary of literary terms:

Postcolonial theory considers vexed cultuadlitical questions of
national and ethnic identity, otherness, race, imism, and

language, during and after the colonial periods. tfraws upon post

structuralist theories such as those of deconstioot in order to

unravel the complex relations between imperial centand colonial

periphery, often in ways that have been criticizied being excessively
abstruse. Oxford Dictionary)

As mentioned inThe Empire Writes Backthe very idea of a
postcolonial theory comes out of the incapacityhef existing European
theory to handle the complexity and cultural diigref postcolonial
writings. According to it, the political and culalrmonocentrism of the
colonizer emerged as a consequence of the “repeggei system of
Europe. So, the notion of expansion grew up in gernehich caused a
cultural subservience. The reaction to this wasdinelopment of what
Ashcroft et al call “identifiable indigenous thessi which was the
cause of a growing national consciousness.

Critical Approaches to Postcolonial Texts

In the field of critical literature, according tagkeira, there is no clear
agreement among scholars on how to approach postabltexts or
what makes the canon of postcolonial criticism. 8laems that with the
definitions of postcolonial criticism which we haat hands, we can
understand the reason behind this disagreementthi®rreason, we
shall deal with a sample of these definitions t«entne latter idea clear.
Ashcroft et al define it as follows=postcolonial criticism—covers all
the cultures affected by the imperial process frotime moment of
colonization to the present ddgited by Figueira 2008: 31); Mishra and
Hodge say that postcolonial criticismfofegrounds a politics of
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opposition and struggle, and problematizes the keslationship
between centre and periphe(gited by Figueira 2008: 31).

The current definitions are given by, as Figueirentions, anthologies
or interpreters to key theorists who never quedtenattitudes that lead
to this refusal to define postcolonial criticism gny way. This

ambiguity, she thinks, lies in the relation of madbnialism to

postmodernism and their compatibility, especially matters like

rejecting fixed meanings and stable identities.

Harrington presumes that postcolonial criticism egae from the
assumption to anthropological studies of art. énitifies the irrelevance
of indigenous cultures with western aesthetics.ddds that, it deals
with the ethnocentric view of other cultures by tees discourses and
their relationship, and with the exclusionary crdfudiscourses. Kamada
cited what Young observed thatsince Sartre, Fanon and Memmi,
postcolonial criticism has constructed two antitihetl groups, the
colonizer and the colonized, self and Other ... a Mamean division
threatens to reproduce the static, essentialistecmiries it seeks to
undo (Kamada 2010: 128).

Dirlik says that the field of postcolonial critios has evolved during
this last decade. He says that this kind of catitihas evolved bearing
the traits of the early postcolonial discoursetipgtthe emphasis again
on the ethnocentricity of the colonial experienioet this criticism left
early discourse behind by questioning the very nmggaf colonization.
Ross Murfin and Supryia M. Ray, on the origins b tpostcolonial
criticism said:

Postcolonial criticism has been influenced by

Marxist thought, by the work of Michel Foucault

[...], and by deconstruction, which has challenged

not only hierarchical, binary oppositions such as

West/East and North/South but also the notions of

superiority associated with the first term of each

opposition. (Bedford Books: 1998)

The fact that the majority of postcolonial intetiggls belong to the
category of English studies, makes of postcolomaticism of a
worldwide interest, since it enhances the univeasalience to read in
translation. For postcolonial critics, their taskto clarify, unveil, and
deconstruct the—themes of citizenship and the modern stéfegueira
2008: 33). She adds that if we study the literatwiech makes the
concern of postcolonial criticism, we would find ¥hich extent the
ideological attitudes—reifying critical jargon and strategies of self-
representation (Figueira 2008: 38) have restricted the intellectua
severity and development of that study or analy=is.her, the task of a
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postcolonial critic is to reveal the concept of lgicce exercised by
western art and history over subaltern people. Sidels that,
postcolonial criticism together with socialist afledninist criticisms hold
the position about thenfutually reinforcing significance of class,
gender and ethnicity as dimensions of hegemony athamination

(Figueira 2008: 52).

Dirlik, on contemporary postcolonial criticism, ddhat it repudiates the
Third-World division implemented by developmentadtarnarratives. It
also favors the marginalized figures of the exctudecieties. Dirlik
adds that:

Postcolonial criticism has moved past-Manichean divisions
between the colonizer and the colonized, [...], toess—borderlands
conditions, where the domination of one by the athgelds before
boundary crossings, hybridities, mutual appropriatis, and [...] the
everyday resistance of the colonized to the colenigDirlik 2002: 433)

Fegueira criticized postcolonial criticism by sayithat it removes the
postcolonial people from their historical and cladsntification, and
thus perpetuates structural racism. While Parekh Jamgne use what
Barber proclaims, to criticize postcolonial criim, that it consigns
“indigenous language expression to the backgroundramoxically by
an inflation of its role as source and resource the Anglophone
written tradition (Parekh and Jangne 1998: 4) thus explores theureec
area of exaggerating and at the same time simpgfthe impact of the
domination of European languages , and transforriegcolonizer to a
static “monolith” and the colonized to homogenotakén”.

On this aspect, Dirlik says that postcolonial ci#m dehistorizes
colonialism, a fact that blurs the relationshipwesn the period of
colonization and its aftermath which has been thason for the
emergence of the postcolonial discourse in the filsce. However, he
comes back to the reason behind the spread ofgdosial criticism and
says:

Contemporary postcolonial criticism derives much
of its force and plausibility from radical changes
the world situation, changes that are in part
consequences of decolonization, and also of
transformations in capitalism provoked by
anticolonial struggles of the past (Dirlik 2002933
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Aesthetics of Identity in Post-Colonial Literature

Postcolonial Identity is a central theme to posindl literature since it
is the result of the process of colonialism; a ghihat justifies all the
debates and controversies that underlie this n@r@hwhich have been
dealt with earlier. This identity is forged by tbelonial history and the
post-colonial predicament a thing that led to theermence of cultural
and spatial elements that affected the postcolomntity and
postcolonial writers. As Albert.J Paolini postuthten Navigating
Modernity —If postcolonialism forms part of a struggle over
discursive power in the constitution of identityhdén history, in
particular colonial history, also pay a significanpart. (Paolini 1999:
51)

In fact, one of the main reasons that pushed coéohpeoples to rebel
against colonial powers is the feeling that theyure loosing the
components that forge their identity. As Paolippads Stephen Slemon
—to continue the resistance to (neo)colonialism thgh a
deconstructive reading of its rhetoric and to aclkee and reinscribe
those post-colonial traditions... as principles of ltwral identity and
survival. (Paolini 1999: 64). He carries on postulating thhis
resistance to colonization and this search for sdimdit independent
identity constitute some of the basic elements adt pcolonialism. So
post -colonialism is a notion that came to stréssrole of postcolonial
peoples in the world and to bring to life their a8 as distinct from
their colonizers’ voice. It came to highlight thesptcolonial identity as
different from the colonial one. For this, Paolgays the postcolonial
“Other” comes back in a newly formed identity thatfar away from
western identity, he reports Helen Tiffin’s wortai

Postcolonial writers—rehabilitate the self against European
appropriation. In fracturing imposed European mastaarratives and
perspectives, Postcolonialism replaces them with aralternative
vision. This is particularly the case for—indigenous peoples (India,
Africa) who are able—to challenge European perspectives with their
own metaphysical system@aolini 1999: 79)

This postcolonial identity can be defined througttious elements that
constitute it; for instance Otherness which is @ &encept in defining
the postcolonial identity as referring to how caédrand postcolonial
subjects see each other, or more accurately howViest sees the rest
and vice versa; and also how postcolonial subjeetseive themselves
within their own societies. For, as Couze Venn sakddentity is an
entity that emerges in relation to another or otlsent is a plural self...
(Couze 2006: 2)

Not only Otherness is a key feature that definestqudonial identity,
there is also the issue of language and place. Bdireod reported
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Bhabha's words talking about place and its effent pwstcolonial
identity when saying that—we find ourselves in the moment of transit
where space and time cross to produce complex fguof difference
and identity(McLeod 2000: 217). The issue of language is widkdglt
with since it is a really controversial issue whelgomes to studying
postcolonial literary works which constituted aque identity through
the hybrid language used by postcolonial writdrat’s why hybridity is
also one of the key features that forge the positdal identity.

It has been profusely knitted in that postcolorteory for instance
examines the imposed superiority that the coloneegrcises on his
colonial subjects, a fact that intensifies theinsge of inferiority and

damages their self-identity; a thing that led pokstaial writers to write

against it and try to reinforce that identity. Rodébnial theory also deals
with issues like hybridity, ethnicity and miltucutalism.

So, the term postcolonial literature was used dolydetermine the
historical period of colonialism and independenckatt many
postcolonial writers covered through their workswias also used to
denote only literatures written in English, or coomwealth literature,
however this term is broader than that since th@fiaan languages are
not the only means of expression of this literature

This term also entails, through what has been setre debate over its
meaning, the representation of identity in the nnodeorld, it deals
with cultures and literatures influenced in a way another by
imperialism since the moment of colonization tiletpresent day. To
this end, therefore, post colonialism does not oulgnote the
decolonization of lands, but also the decolonizatod cultures. And
through this process the identity of the postca@bsaubjects comes to be
affected by that experience and thus changed.

The question of identity is very important to angtion because it
shapes its international relations and dictatebetsavior. According to
Ninkovich “an identity crisis is a period of disentation in which
values and relationships once taken for grantedhaosvn into question.
Questions of self-adjustment that bedevil individueaught up in an
identity crisis like” who am 1?” and “where do | lbag?”(Ninkovich

2001,16).

The question of postcolonial identity forms a ladigagreement among
postcolonial theorists because, according to Hawibgre are two
antithetical sorts of identity. The type of idewnties viewed by
essentialists and that as viewed by constructienistsentialists bear the
view of nationalists who go for the establishmemtaopre-colonial
identity on a specific racial basis that is harmleg® individual
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differences; whereas constructionists think thantdy is shaped by
external forces such as society, and this fact esaus “split” in the
identity(240).

But the fact of achieving an establishment of aqmienial identity for
Vermeulen and Chaen is practically impossible, and they argue by
what Simon Gikandi thinks that this abolishmenttioé¢ influence of
colonization is a way to legitimize the failure ofationalists to
“transcend the imperial legacy” (Vermeulen andh&en 2006, 150)
since they use the same principles to highlight sike of national
identity over the other sides (150). So, as Leoardn his bookloyce,
imperialism, and post colonialissaid, the—[...] Question of national
identity affects anyone brought up in the shadow iafperialism (Orr
2008, 77).

“Colonization=chosification” (Césaire 1955, 12),isthis how Aimé
Césaire describes the process of colonialism. Hd #aat people
describe it as development, cured illnesses, amgh Isitandards of
life...etc while Césaire considers it from a comgietdifferent angle.
He sees hollow societies, stamped cultures, catésdclands, artistic
magnificence wrecked...etc, and above all he sed®nslof men who
were inculcated fear and the complex of inferio(ig).

The experience of imperialism has been translaeaally through the
novels of the nineteenth and twentieth century.

Accordingly, Boehmer, in his bookColonial and Postcolonial
Literature: Migrant Metaphors the beginning of the European
colonization was characterized by the people’'s needise ancient
stories in creating a new world. The early literatwf colonization
sustained the idea of exploring, translating artérpreting different
countries to enhance their audience to conquereaptbre their gains.
So, these colonizers experienced an exceptionallityotf people for
hunting their accumulations. Thus, through literajuthe colonial
thought spread in an unprecedented way, and thdeworld was
actually under colonial control.

This domination resulted in the rise of nationaistance in all ways
including literature. So, nationalist movements giduto defy “self-
representations” of the colonizer through createmg“self-defining
story”. (13-15). Then, as Kumar Das postulates, dbnial process
proceeded through postcolonial and cultural imfieng but post-
colonialism overcame them—by resisting and subverting former
colonizer. Hence, myth and history, landscape amatiguage, self and
other, [became] the ingredients of post-colonialisnffKumar Das
2007,30).
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As Blum has reported Chattered words, it is unastgnlonialism that
“nationalism lunched] its most powerful, creativand historically
significant project: to fashion a “modern” nationaulture that is
nevertheless not western”(Blum 2007,37). As Blunfiings it, it is a
“two-step process” where they mixed the culturald amaterial
accomplishments of the west together with theitams and tradition to
“unify” and “legitimize” the change they opt foroTdo so, they revived
their native culture since it is a “timeless repasi of national truth”.
These attempts make the strategies of hybridizagierfect, extend
hybrid “national identity constructs”. (37) Theeatipt to adopt western
ways also is a try to legitimize this change, and,tfor Blum, is an
“embarrassing degree of assimilation”, becausedaygdso they give up
their national identity.

This seems to be a burden on postcolonial autl#ssTiffin notices,

postcolonial writers want to abolish or “deconstiuturopean identity,
and their novels depict the implication of Europednmination over
postcolonial societies, and to generate their idest As argued in the
essay entitledLiterature and Postcolonial Discours&he text” may be
seen as a symbol of nation and identity, and Eagl¢thinks, if we

consider this text as postcolonial, we would fi@ttthis symbolism
could be viewed as an ideology of its own.

The Autotelic Self in Postcolonial Literature

It is the ideology of self that Professor MahalgikSzentmilhalyi has
described as “the autotelic self------- a self thas self-contained
goals™.(27) It is a self that fiercely asserts anhrds the validity and
intergrity of her experience, validity and integrthat requires no other
validation either morally, socially, or culturallfhe epitome of this self
is revealed most trenchantly in Acheb@&lsings Fall Apart,Kincaid’s
Lucy, Annie John, At the Bottom of the Ri@ed George Lamming’s
the Castle of my Skirtp mention but a few. The protagonists of the
listed authors appear to be autotelic personalitlest reflect the
characteristic image of postcolonial literature. tlmee context of a
heterogeneous society, where the colonized oftenwiith their former
colonizers, postcolonial writers try to reassignnethnic and cultural
meanings to marginalized groups. Its literaturerafits to construct new
identities against these outwardly imposed borders.

Postcolonial literature knocks on the door of théorized intending to
commune with them. It aims at entering their inrsanctum and
bringing into picture their cries of loss and thgipclamations of birth.
It is not a literature to show the colonized as viwims, but it shows
their confused sense of belonging. They find thdwesein cultural,
racial and historical hybridity, which make themcitlate between
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present and past. This oscillation can lead to pawraningful
communication. Through the postcolonial discoursergal violence is
understood as including as ‘epistemic’ aspect, wigcan attack on the
culture, ideas and value systems of the coloniaples. Postcolonial
discourse indicates a new way of thinking in wheciitural, intellectual,
economic or political processes are seen to wodetter in the
formation, perpetuation and dismantling colonialistince Africa and
Caribbean have been the focal point of the colagizsuper powers
under different pretexts, it has, with the passaigigme, created a sense
of disintegration and fragmentation within the A&h community and
consequently given birth to a number of rebelliaugical writers.
Among the African writers Chinua Achebe’s noveld assays have
played crucial roles in the growth of postcolonigerature and
indigenous knowledge systems. But these essayspramearily by-
products of his creative practice which expresgsdlfi in the novel
form. It is a tribute to Achebe’s art that the sasdof his novels, as well
as his own essays, are among the landmarks of dhelasship on
African literature.

The demonstration here can be shown in one of the¢ prominent and
outstanding articles, “The Novelist as a Teacheuhlished after his
celebrity novelThings Fall Apart Achebe, in this article, declared to be
a committed and dedicated artist, whose pivotgdaesibility as a black
writer at that movement in Africa’s evolution w#g,save the African
society from degradation and the hemiplegic attatks social-cultural
and historical values, he further claims that:

The writer's duty is to explore in depth the human

condition; African people must know and value

their heritage, understand their history and passes

a strong ethical code that condemns injustice and

corruption wherever they occur. In African case,

therefore, novel and history are the same - the&lhov

Is history, it is a record of the history as Afmsa

have seen and lived it. (P 24)

Achebe is not only a conscious voice but somethioge than that, who
understands the duty of a writer in African societysociety which was
going under a natural decline, affected by variofisences of colonial
past, a society which tries to stick to its religgobeliefs and rituals in
order not to fall apart.

The postcolonial writers bring into light the suggsion of a vast wealth
of indigenous cultures beneath the weight of ingdeontrol. As
Ashcroft, Griffiths and Tiffin , pertinently assert

... All post-colonial societies are still subjectane

way or another to overt or subtle forms of neo-
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colonial domination, and independence has not
solved this problem. The development of new élites
within independent societies, often buttressed by
neocolonial institutions; the development of
internal divisions based on racial, linguistic or
religious discriminations; the continuing unequal
treatment of indigenous peoples in settler/invader
societies—all these testify to the fact that post-
colonialism is a continuing process of resistance
and reconstruction. (P.2)

One could concur that a colonized is bound to putith the different
disconcerting situations. He has to have high tast® and fortitude
against lots of uncalled-for and inevitable cornflic

In a region made ominously intelligible because fstems of
domination, in which origins are obscured or degatee into self-
serving fictions, traumatized by dependency, thestdor autotelic self
and redefinition is the only valid imaginative resge of the writers of
the postcolonial literature. The postcolonial write haunted by the
darker implications of these polarities. His imagion is constantly
drawn to these contrastive mental spaces, whictbsloally reflect the
relationship between power and the promise of itbversion. The
individual artist's unsettling focus on these prewes dichotomies
ultimately constitutes a tradition built around e&ding the subject,
reacting against cultural and psychological esteament, and in its most
visionary manifestation, creating a poetics of &p&a voice, and
establishing a defiant and autotelic personality.

Multicultural, Hybridity and Migration
The new generation of postcolonial writers faces throblem of
identifying itself culturally unlike the first genation. For, according to
B.T. Williams, this new generation attempts to eitieyond borders and
constructs its cultural identity basing itself dretbasis that it has no
“clear sense of home”, their writings keep on waimdgfrom one place
to another giving us the feeling that they are ldispd, or that they live
in nowhere. As Sunetra Gupta puts it:
| think one has to be comfortable with the notion
that one has one‘'s own cultural identity and that
one hasn‘t necessarily to be-ahhome, so to speak.
[...] | think we have to accept that we are going to
be perpetually wandering. | mean we can‘t be at
home. Even if we sit at home, we are forced to
travel just because of what is going on around us.
[Sunetra Gupta (interview)]. (B.T. Williams, Juvert
1999).
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This generation of writers (and the one precedihchas been given
different labels such us: Black-British writers, risBn-American
writers, or Maghreban writers. This kind of labaMgilliams adds, could
be understood as a new way of marginalization tdevanigrants, or
towards “those not recognized as part of the domtineulture’'s
discourse”.

This generation of writers, especially the migrangs, try to produce a
literature which is neither different nor assimilatto the literature of
the center. Their attempt is aimed at the hybrithrmaof the universal
discourse, and the claim that cultural identity newn fact multicultural
and flexible. For them identity has no limits, acah’t be defined by
matters of borders; there are no such terms agrcantl periphery, or a
dominator and a marginalized.

This generation of migrant writers has been dividgdvark Stain in his
bookBlack British Literature: Novels of Transformatiarto two types;

the “wind rush generation” to denote those writls migrated in the
1940°s and 1950 and began writing during that period; and thestpo
wind rush generation” to refer to the generationwoiters who were

born in Britain (36). According to Andrew Smith, gnation became a
marker of the new world order, it is growing eveaydand it is the basic
reason for the quick change that is going on invoeld today. This

mass migration has many reasons and these migmdntscame from

different backgrounds have different reasons toratggand go through
different experiences. This migration started wita rush for power, or
imperialism, and has affected local literatures,iciwhhas forcibly,

because of colonization and cross- culturalismpbermulticultural, or

universal.

With the beginning of imperialism, many Europeaselled to Africa
and Asia. These travelers wrote about their expees there, and drew
a picture of these continents in the minds of tlpeioples. They had
written accounts about the traditions and valuethe$e places making
them seem savage and uncivilized, and planting ittea of the
superiority of Europeans over other races.

These travel writings has shaped the European gments as civilizing
powers through their colonizing process, or as nualls it
“humanitarian intervention”. Consequently, manytens began writing
against colonization and against European powérss presenting a
new kind of literature and a new type of readerghiphe world. This
lead to an ongoing interest in the way a distarntivgr about a specific
social and cultural experience may influence caltyr different
societies.
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In the twentieth century, one can notice the growtth in number and
in importance, of—figures who address the metropolis using the
techniques, the discourses, the very weapons ofokskhip and
criticism once reserved exclusively for the Europmganow adapted for
insurgency or revisionism at the very heart of thiéestern centrg¢Said
1990: 29]” (cited in N. Lazarus 2004: 244). Bullstnany writers still
opt for the idea that Western culture and civii@atare pure. But with
the mass migration, and the prominence of migramers, the claims
that the identity of a person is not bound to hikuce, race or ethnicity
have taken place. As Smith adds: “At the very letast clear that we
can no longer hold comfortably on to the notionaotlosed national
culture, complete within and for itself” (Lazarug(®: 245).

Out of this idea, postcolonial scholars hold thaimol that;, with the

movement of people towards many places, logicdléy cultural centre
moves into many directions, and is not static gretiic to one society
and one culture as some writers claim. So, mignatias changed the
world’s static perception, and brought the notidmmuxing cultures to

form hybrid literary and cultural works that seemnbie present in many
places and periods at the same time.

One of the roles of the migrant writer in postcaddtiterature could be
to uncover what Smith calls “the protected arenasational culture”
through talking about their history and their natpeople’s experiences
of all kinds. Thus, the mobility option that migtarenjoy helps them
produce works free of censorship and state conaadd; far away from
borders and linearity that many other writers avana with. They are
free, boundless, and limitless and they have nesaoled view of the
world around them. However, and as Smith thinks, pleople of the
world conceive this notion of migration in diffetemays; some see it as
a liberating experience and a domination factocesiih has a price like
any other merchandise in the world, while others geas a terrible
choice to take. Still, the works of a migrant wrigre seen as fluid
through exploring the other world and introducihg hative culture and
thought to the other. Or in Smith’s words..] migrancy becomes [...]
a name for how we exist and understand ourselvegha twenty-first
century(Lazarus 2004: 247).

Besides, migrant works are limitless, fluid andefref linearity; their
works are explorative and broader in perspectivecesithey mix
different cultures and social values. Their works fiee of censorship
and transcend national boarders and limits. Thda icbuld be backed up
with what Homi Bhabha said: “[...] there is “no nesas/ or eternal
belongingness” (Bhabha 1994: 179)” (cited in Laza2004: 248). For,
he rejects such dichotomies as local/migrant, dedidea of cultural
purity, since he thinks that the so called “cultudiference” that
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divides and distinguishes between societies iaah onexistent; and he
assumes that identities, no matters how diffeteey &ire, are implicated
in each other.

So; migration constitutes one of the central irdeyeof postcolonial
studies since it brought into being a new way addfarent perspective
to view identity. The question of identity, as sadl by postcolonial
scholars, is no more bound to questions of natitgnal ethnicity; as
imperialism and displacement has lead to the emer®f this new
category of people who mix a variety of cultured &naditions, and who
changed the notion of belonging to force the iniithn of a new
concept to the world: that of hybridity.

Migration has created a new way to view identityd &as contributed to
making identity a crucial theme in postcoloniagtédture (242-248). For,
the crisis of identity in postcolonial societies the editors ofThe
Empire Writes Backointed out, comes out of the tight link betweea th
place and the self. The mass migration caused loyization and after
colonization periods, deliberate or undesired, éiedhe sense of self;
and by undesired or forced migration we mean slaver

These migrants have been appropriated a sensdevionty and lost
their self-esteem; they have lost their culturadigito and because of the
so-called dominant cultures or the centre. Theyehasen inserted the
feeling that they are always the other in their Bamds or in the othéfs
lands. (8-9)

In addition to that, we have the notion of hybgdithich most of the
postcolonial writers deal with in their works, snaot only migrant
suffer from this dilemma but also people in thewnohomelands. So,
postcolonial literature, as Andrew Hammond assertadde of this
notion of hybridity a very crucial one in its corteas it deals with
picturing out how the postcolonial subjects holditloriginal practices
together with imperial ones. This notion raisesotimportant elements
in the forging of postcolonial identities like theotion of Otherness.
(222).

It is however claimed by Lars Eckstein that thissirolonial hybridity”

does nothing but privileging the colonial centreanwvay or another.
Since it injects the idea that only literaturest thigticize and challenge
the Western cannon deserve merit, whereas literahat investigates
African or Asian modernity are given a minimizedeation. This

hybridity in literary texts comes out of the trankgral contact that
postcolonial writers hold with the West. It is theay postcolonial
literature employs multicultural traditions, rebgis, and ideologies in
its texts to show the multicultural hybrid featfats societies. (23)
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So, as Nayar postulated, not only migrants are idyhlpeople.
Postcolonial literature strives to hyphenate th@aonothat natives also
became hybrid because of the process of colonizattoch has affected
their identities. This encounter with the colonizexve eliminated the
existing identity and replaced it with a new one. dddition, the
experience of colonization had led to the existifgature of
multiculturalty in the postcolonial societies, ®nihese latter ones have
been implanted another language besides theirenatie, new cultures
and beliefs and new traditions.

The fact that they want to create a space wheredae reconcile their
original identity and their newly forged identitg thus a quest that is
strongly present through the postcolonial fictigvriters such as Ngugi
Wa Thiong'o attempt to depict that hybrid naturé¢ bBtithe same time
they attempt to find solutions to avoid this hyltyd and
multuculturality through their characters and regan “authentic
identity”, a quest which seems quiet impossiblénvite demands of the
modern world we live in today, this world which mas a lively
mobility of people which interact with each otherdagive it its hybrid
multicultural feature.

Conclusion

One could concur that a colonized mind could putamy assuring
weapon to resist his colonizer's antics. The amgest postcolonial
criticism and theory can be traced to Frantz FamBtack Skin, White
MasksandTheWretchedof the Earthboth published in French in 1952,
and 1961 respectively. Fanon was a Martinique—ibtaink psychiatrist
and anti-colonialist intellectual who wrote frometiperspective of a
colonial subject in the thick of decolonizationdagssing other colonial
subjects. He placed the cultural aspect of coloamd postcolonial
history at the centre of his discussion. Variousi-emlonial theories
have influenced the oppressed peoples of the wouldfhe Wretcheof
the Earthhas articulated more effectively, profoundly anstitzgly than
any other anti-colonial work on behalf of and te ttolonized.

In Bhabha's own terms: “colonial discourse produttescolonized as a
social reality which is at once an‘other’ and yatirely knowable and
visible” (101). According to Bhabha, ‘hybridity’ & kind of negotiation
between the colonizer and the colonized.

He seems to stress the idea that both the coloam#the colonized are
interdependent, both politically and culturally. sHiconcept of
‘otherness’ is derived from Lacan’s ‘Other’ and Bats idea of ‘Other’
as binary opposition between the White and thel8lac
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Postcolonial studies often involve a prolonged gegaent with issues
such as terrain, people and their relationshipsaltive power and its
resistance, historical continuity and change, regm&ation and culture,
knowledge and its construction. Though post col@sna is ‘the

discourse of the colonized’ as described by Ashcibhas the potential
to assemble new communities with political and athcommitment to
challenging and questioning the practices of dotrona and

subjugation. Theories of colonial discourses plasegy influential role

in the development of post colonialism. They explohow

representations and modes of perception are usefuratramental

weapons of colonial power to keep the colonizedssubent to them.
Colonialism creates the notion in the mind of tledonized that it is
their birth right to rule over other peoples anaréhis a deliberate
process of colonizing the mind. They do it by pading the colonized
to accept and internalize its logic and speakaitgjiage. It is obviously
established that postcolonial literary theory eedlvas a literary
interpretation of the growing postcolonial theotiaa of the late 60’s
and 70’s. Literary texts were therefore analyzededaon ethno-
historical tools for deciphering the dialects oftetal forms and politics
of power, colonialism and apartheid.

Summary

The postcolonial literatures, when looked at from withiheir own
perspectives, however, do not justify colonial aptment, racism,
subjugation and irrational inclinationBespite Caliban's transformation
by postcolonial writers such as Chinua Achebe, &Zrd&anon, Aime
Cesaire, George Lamming, Jamaica Kincaid to menbah a few,
Caliban remains an ambiguous symbol for the autotslf of the
colonized.Active self-formation or 'autotelic self ', is a jmaconcern of
postcolonial literature.

Tutor Marked Assignment

1. What is the relevance and substitute of postcolai@ory in
colonial literature?

2. Discuss the background of postcolonial literatusmg prominent
theorists of postcolonial theory in your discourse.

3. What are the critical approaches to appreciating amalyzing
postcolonial literary texts? Discuss elaborately

4, The autotelic self is a special self of its kinds&uss this type of
self using any Caribbean protagonist characteroof ghoice to
buttress your points explicitly.

5. Justify or contradict postcolonial theory as aruaeg weaponry
of a colonized mind.
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MODULE 5: POSTCOLONIAL FEMINIST IDENTITY: AN
AESTHETIC MODEL FOR AFRICAN-AMERICAN &
CARIBBEAN WOMEN WORKS

INTRODUCTION

This module aims at introducing Postcolonial festitiheory as a theory
that is primarily concerned with the representatdnvomen in once
colonized countries and in Western locations. Incemtrates on
construction of gender difference in colonial andti-aolonial
discourses, representation of women in anti-coloaral postcolonial
discourses with particular reference to the workvofnen writers. The
postcolonial feminist critics raise a number of ogptual,
methodological and political problems involved ihet study of
representation of gender. At the end of this umibqule) it is expected
that the students should be able to understanddestidguish between
postcolonial theory and postcolonial feminist thyeor

Objectives

The objectives of this segment is to make the sitsdesee that
postcolonial feminist critics raise a number of o©gptual,

methodological and political problems involved ihet study of

representation of gender. She has to resist thieatar colonial power

not only as a colonized subject, but also as a wormathis oppression
her colonized brother is no longer her accomplicg, her oppressor. In
his struggle against the colonizer, he even exploiter by

misrepresenting her in the nationalist discourses.

Main Content

Postcolonial feminism emerged in response to calmm and the
Eurocentric view of feminism and women. Postcolbf@ainism rejects
the idea of oppression against women being univeasd instead
encourages us to take a feminist intersectionatogmh towards the
issues. The division of first world and third wofkminism allows third
world women to critique the way in which first worfeminism tended
to generalize women and oppression of them as &whot taking into
consideration economic, geographical and histodd&rences.

John McLeod writes irBeginning Postcolonialisnthat the term “first
world" feminism should be seen as useful when logldat problems and
possibilities of using first world feminism in aloaial context (200).
Postcolonial theory is about the third world wontaking back agency
and re-writing the history from which they were kexted. The main
idea is for the women who were formerly colonizedbé able to critique
the ways that colonized women of colonialism weeeproduced or
made invisible by colonialism and patriarchy. Cheabn postcolonial
feminism in literature has since the rise of theilitan woman writer
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dealt with issues of the de-centering of the malgext, the symbol of
the Caribbean mother and the subject formatiorhefinhdividual in a
colonized context.

Postcolonial feminist theory is primarily concernedith the

representation of women in once colonized countaied in Western
locations. It concentrates on construction of gendgference in

colonial and anti-colonial discourses, represemtatf women in anti-
colonial and postcolonial discourses with particulaference to the
work of women writers. The postcolonial feminisitics raise a number
of conceptual, methodological and political probdemvolved in the
study of representation of gender.

While postcolonial theorist struggles against theidan colonial

discourse that aims at misrepresenting him asiorfethe task of a
postcolonial feminist is far more complicated. Shéers from “double
colonization” (a term coined by Kirsten Holst Pster and Anna
Rutherfold and refers to the ways in which womewehsimultaneously
experienced the oppression of colonialism and gatny). She has to
resist the control of colonial power not only asadonized subject, but
also as a woman. In this oppression her colonizethér is no longer
her accomplice, but her oppressor. In his struggknst the colonizer,
he even exploits her by misrepresenting her imtetenalist discourses.
Not only that, she also suffers at the hands of té&W/esfeminists from

the colonizer countries who misrepresent their miakd counterparts by
imposing silence on their racial, cultural, sociand political

specificities, and in so doing, act as potentiaprepsors of their
‘sisters’. In this article, | explore these chafies of a postcolonial
feminist, for it is in her struggle against the spaolonial’ and ‘feminist’

theorists that she can assert her identity as atcptonial feminist

subject rather object self'.

Postcolonial feminist theory exerts a pressure omingtream
postcolonial theory in its constant iteration oé thecessity to consider
gender issues. Post colonialism and feminism haweedo share a tense
relationship as some feminist critics point outt fhastcolonial theory is
a male-centered field that has not only excludedctincerns of women,
but also exploited them. Postcolonial feminist tiwe have accused
postcolonial theorists not only of obliterating ttede of women from
the struggle for independence, but also of mismspreng them in the
nationalist discourses. Edward Said’s seminal stQdgntalism itself
accorded little attention to female agency andudised very few female
writers. Homi K. Bhabha's work on the ambivalencé amlonial
discourses explores the relationship between antmhg’ subject and a
‘colonized’ object without reference to how the dfies of gender
might complicate his model. Critics such as Caidgce Davies who
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are suspicious of the male-centered bias of pastel critique often
ask “where are the women in the theorizing of posbniality?( 80).’

The necessity for relief functions as one of thesimpowerful weapons
for resisting colonialism, and for establishing #pace of a postcolonial
identity.

Undeniably, the findings of postcolonial feminigtebry formed an
important framing and structural apparatus thamihated the inner life
of African-American& Caribbean protagonists. Thisirlg the case,
after the initial attempts to bring postcoloniahfinist theory to bear on
black literary works , their works found itselhder the nationalist
critical trend and its preoccupation with the shkafor national and
cultural identity and with the foundation of natgbriradition that was
supposed to offset imperialism. Nationalistic andltwal critics
enquired in what ways the black literary works hauschored the
imaginative re-workings of mother/daughter tensiaiihin the culture
of their homeland is worth considering closely. Fustance, Jamaica
Kincaid’s reading concentrated not so much on glpic development
of the girl-child or the acquisition of appropriagender roles, as on how
Kincaid imaginatively combined the theme of the glater’s resistance
to the mother with the theme of her resistancééocblonial culture.

This research agrees with McClintock’s affirmatitdmat ‘the global
militarization of masculinity and the feminizatiaf poverty have thus
ensured that women and men do not live ‘post-caldgi in the same
way, or share the same singular ‘post-colonial dmm634)’.

Postcolonial feminism is primarily concerned wilte trepresentation of
women in once colonized countries and in westeations. When
applied to literary studies, Helen Tiffin, Helen ll&&rt and George
Lamming, interpret postcolonial texts to discoved aunderstand the
situations and experiences of women that keep themhe mercy of
patriarchy.

| explore these struggles of a postcolonial femirgsch as, Alice
Walker, Audre Lorde, Jamaica Kincaid, Gloria Nayldao mention but
a few , survived because their struggle for thequdsnial and feminist
theorists stand an enduring chance of re-invendéingirong sense of
selfhood.

Time, Change and Women

To explore the origin of feminism it is importaritat one notes the
changes that greatly affected the development efféimale within the
social sphere. The past social roles for both mah \women remain
subconsciously imbedded within our modern constofithe world. We

find it humanely reasonable that there are simpiggs that men are
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designed to do while leaving other responsibilittesfemales. The
ambiguity here is founded on the precipice thas gonstruct did not
always exist.

Historians offer evidence of the many ways in whiebmen were not
second class when compared with men. In her ¢k urning Back:

The History of Feminism and the Future Women Estelle B.

Freedman begins her discussion of feminism by gotimstorical

accounts of women working outside the dated ferpaleadigms. For
instance, she relates how pre-colonial Africa wortak part in more
than the upkeep of the home. Women worked the #odgside men.
The ability of the women to assist in the produttid food “represented
a form of wealth” (Freedman 26).

Despite the fact that the social makeup did nok la® our society does
today, this proves that there was a sense of shasgbnsibility and
power among men and women within old societies. \&within a
myriad of cultural contexts could own property, fwsinesses, work as
clergy, farm, and take charge of the home stilis thower was not
universally spread across the globe. This may beleaged by
examining women in old Asian culture. Women in Ghiwere like
many others in Asia who found themselves bound fbintth. As queer
as it seems, women were not universally bound arane world. How
then did seemingly all women find themselves equstlipped of power
and designated as second class beside their maléecparts?

One may place blame here to the rise of imperiabsm with it, the
spread of European ideals throughout the worlcdbmalism took root.
Thus women who were in power found themselves tackivhile
women who had no power to begin with found theneln greater
captivity. Freedman explains: “The world before fieism offers ample
evidence that men had more power than womenenlist folk wisdom
or read sacred texts, we learn about the virtuesoog and the lesser
values of daughters” (18). A closer examinationdshiurther light on
the need for feminism. There are numerous old pl®s/and colloquial
sayings that negatively reference women. A Zulutgummtes: “A girl is
merely a weed” (Qtd. in Freedman 19). While a Dyiobverb reads: “a
house full of daughters is like a cellar full ofusobeer” (Qtd. in
Freedman 19).

Upon examining Asian culture, one may find manytga@bout women
including this one referenced by Freedman: “algid you down twice,
once at birth and the second time when she marri@9). Such
ideological references to women strangely coincudigh religious
precepts, which placed the woman below the malaltéx scientist and
evolutionist Darwin added to the stripping of tleenfale’s persona as he
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sought to use science to prove the superiorityhefrhale over female,
including even male species of animals to furthawed the point.
Women, caught between the proverbially rock andral Iplace, had the
choice of accepting their marginalization; insteaady used the few
tools to break down the previously establishediér

Freedman explains one of the by-products of impenma was the
availability of education. Again, just as colonsali may be traced back
to Europe, one may trace the roots of the enliglieiemale to there.
Pioneers like Mary Astell and Mary Wollstonecrafowld help to
empower a new generation of women, or more apgtgby, feminists.
In their wake, the new feminists would make stridesleclaring the
rights of other women like them. These women waddon to acquire
equal access to education, political power, andnitial stability while
reconstructing the definition of womanhood.

Ironically, the procurement of privileged Europedescended women
did not include other women. To an extent, lesgileged women were
excluded; furthermore, we discover that women dbrcavere usually
not included within these new feminist models. Tamous words of
pioneering feminist Sojourner.

Truth saying: “Airit | a woman?” is indicative of a shift in time atie
burgeoning changes occurring for women. Sadly, ninlgese changes
brought to question the aforementioned questioreghdsy sojourner
truth. Women were making significant changes, hesé changes did
not readily apply to women of color who found agé#at they were
different; this time they were simply different liye supposed genetic
differences that made them racially inferior.

Feminism and the Black Woman

Modern culture thrives on its ability to provide ltple outlets.
Whether one is searching for a particular type avie, artistically
styled music, or fashion apparel item, one willdfithat there are a
plethora of choices. Within the realm of the litera there are multiple
genres as well as multiple methods of study, armdtiat matter,
multiple methods of criticism. Writings by womenuadly have often
fallen in line together as they must constantiyfithe hegemonic ideals
floating throughout the established literary canon.

These works by women must stand the coming onstawjha

traditionally male canon and its proponents whoaacskilled surgeons,
entering the bodies of work created by women asdaditing them. The
slightest indication is all that is required befdiee surgeon passes
judgment: if the work is careful to abide by thegkely patriarchal tenets
of the literary canon, it receives a clean billhefalth. Fortunately, there
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is help for those works upon which the surgeondideases spread by
Amazonian calls of sisterhood. The application wérary theories
derived from established feminist theories allowrsworks to receive a
second opinion of sorts and in many cases, the svarky find that the
second opinion provides a method for validatiorythwuld otherwise
not have. Such theories have been protective @ sa,bvhich consists
largely of white females.

Women of color, and for this matter Black womerg &ft without a

second opinion and thus, their works are usuakyndised or excluded
for portraying the realities of black women, whiokay not coincide

with the lived existence of whites.

Neville and Hamer explain the need to develop a méte within
feminism or feministic literary criticism that ieglusive to black women
as well as women of color. Their “Revolutionary &aFeminism”
theory helps to align works that would, otherwise,excluded from the
protection provided by feminism; instead its chofoe inclusion is
derived from the very qualities that general festitheories would use
to support exclusion. The women note that theippse “is to address
the gaps in the literature” (438). The gaps, mewtibhere are likely the
result of a lack of true development in the aressoeiated with the
theoretical development of black feminism. Meaniogrrent models of
feminism, even those which include black women, t@ibolster their
work. The “introduction” of Revolutionary Black Femsm by Neville
and Hamer revolves around the following tenets:dRéwnary Vision
is Dynamic; Racial, Gender, and Sexual Oppressrenraconfigured
within periods of capitalist restructuring; and @ggsion consists of
structural and ideological components.

The first tenets is about how dynamism is rootezhily in the belief
that change is inevitable. Thus, as things inelytabange, so, too, must
precepts within any ideological constructs. ThemrefoRevolutionary
Black Feminism, as proposed by Neville and Hamal, gvow and
change with its audience. It will not require thfadse it seeks to protect
change to fit its mold. However, the dynamic mectias at play will
not admonish those things, which remain constastevidence, Neville
and Hamer note the sexual abuse instigated by vgtéee owners,
which has strangely continued to remain a trenchodern society as
they note “the overwhelming majority of sexual adsain the United
States are intraracial” (439). Therefore, a woHe [Their Eyes Were
Watching Godvould not supercede or negate a work such as Naylor
The Women oBrewster Place Despite their differences, the works
would be accepted on the basis that they illusttdterent points.
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Neville and Hames second tenet argument begins profoundly by
stating: “Black women'’s experiences are, in pdrgped by a myriad of
interlocking systems of oppressions that are framitttin the context of
the political economy of a given society” (440)atlis to say, capitalism
molds the experiences of those whom it affects.sTtere is no
guestion that black women are affected on dualldeviest directly, and
secondly by black males. To an extent, childrenpdemlly black
children) are affected by their disproportionalgaliament at the bottom
of the global capitalistic scale. The characterau@ia, Freida, and
Pecola of Morrisois The Bluest Eyeoffer examples of life for children
of color who find that their father has been bedgisociety, and in turn
he beats his wife who thus reigns power over higdrem.

The third tenet proposes that we remain in touckh whe social
structures within a postcolonial society. It igeafall, the multiple levels
within society that provide a variance in the exgares of women. This
truth is evident for black women as well. Womertha bottom of the
societal structure are often affected the mostlemaomen at the middle
or the top find that there are certain areas forciwlihey have been
granted immunity; they remain untouched by plightich women at
the bottom attend as if they were normal.

The tenets proposed by Neville and Hamer are addpeir inclusion of

specific intricacies that other methods of feminisrave failed to

include. Although their work is not an end all g@u, it does highlight

the occasional or situational problems with gendeahinism, which

begs the question: what elements of feminism shiarithin as they are
without excluding women of color?

Womanism and Identity in African-American & Caribbe an
Literature

The term womanism was coined by Alice Walker in bellection of
essays titledin Search of Our Mothers' Gardens: Womanist Prose
(1983). Womanism sums up the aesthetics of blackale literary
experience. According to Julia Hare quoted by Huods&eems
(1998:1812), “women who are calling themselves bléminists need
another word to describe what their concerns aomen of African
descent who embrace feminism do so because of likenee of a
suitable existing framework for their individual eds as African
women.”

According to Alice Walker (1983: xi - xii), a womghis:
A black feminist or feminist of color... A woman
who loves other women, sexually and/or non
sexually. Appreciates and prefers women's culture,
women's emotional flexibility (values tears as a

96



ENG 817 AFRICAN-AMERICAN & CARIBBEAN LIFHRIRE

natural counterbalance of laughter), and women's
strength. Sometimes loves individual men sexually
and/or non- sexually, committed to survival and
wholeness of entire people, male and female. Not a
separatist, except periodically for health.
Traditionally universalist. Loves music. Loves
dance. Loves the moon. Loves the spirit. Loves
love and food and roundness. Loves struggle. Loves
the folk. Loves herself. Regardless: Womanist is to
feminist as purple is to lavender.

The term womanism was also used by Chikwenye OkOGgjonyemi in
1985 to describe the African female experience.gmi, as quoted
by Mary Kolawole (1997:24), defines womanism agptalosophy that
celebrates Black roots, the ideal of Black life,ilelgiving a balanced
presentation of Black womanism. It concerns itssf much with the
Black sexual power tussle as with the world powsucture that
subjugates Blacks.” African -Americans in advocgtimomanism as a
black outgrowth of feminism, present womanism aglabal ideology
that defines the experiences of blacks in the iy as well as, those
residing in the continent. The use of the terntllia somehow elastic.
Some critics have applied the term black to meathake people who
are nonwhite by descent. Such people may be bl&igafs or not.
Womanism as an alternative theory is distinguishyedts focus on the
black female experience. Benard Bell (1987: 2423eokes that the
preoccupations of African American female writerslude:
Motifs of interlocking racist, sexist and classist
oppression, black female protagonists, spiritual
journeys from victimization to the realization of
personal autonomy or creativity, a centrality of
female bonding or networking, a sharp focus on
personal relationships in the family and community,
deeper, more detailed explorations and validation o
their epistemological powers of emotions,
iconography of women's clothing and black female
language.

Three things are central to womanist writings. Theglude racial
Issues, classist issues and sexist issues. Thes®acentral to feminist
writings. Bell Hooks (1998: 1845) insists that ‘issa abounds in the
writings of white feminists reinforcing white supmacy and negating
the possibility that women will bond politically mss ethnic and racial
boundaries.”

To womanist writers, racial and classist oppressi@inseparable from
sexist oppression. Many womanist writers even pgrtracial and
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classist oppression as having precedence overt ggpsession. This is
because the womanists believe that the emancipafidilack women
folk cannot be achieved apart from the emancipatiothe whole race.
Womanists therefore believe in partnership withirtireenfolk. This

characteristic distinguishes womanism from feminghich is mainly a
separatist ideology.

Audre Lorde: An Archetypal Womanist

Audre Geraldine Lorde, a black feminist/womanistitevy not only
presents the quest for female voice and subjegtibiit redefines
womanhood in one of her literary workBhe Black Unicorn1978), a
collection of poems. In this volume she attemptsettefine womanism
and the black feminine self. To her, the black fastiis not like the
Anglo-woman, the woman is not a weaker sex hereabutarrior, a
fighter and when she talks people pay attentiomt Ththe reason why
Lorde dresses like Africans, putting on African lhigad-tie (gelé) and
she is popularly known as the warrior poet andshién feminist writer
of colour. She is called warrior poet because afitgting West Africa;
she says, ‘I have found out something — | have daun don’t need to
look up to United States to define a woman.’” Shignde a woman from
the African concepts because to her in Africa worenwarriors.

One of the recurrent themes of women’s poetry antioh is the
rejection of traditional phallo-centred (men-cedjrealues. For instance
a male child is more important than a female chalagd the subsequent
search of alternate description of reality whichfirafs female
experience, to look for a way to tell their wometories without
depending on the values that suppress women egéstéthallo is the
male organ (penis) and men have been using theeggiea of their
male organ to value themselves more than womeimgdlyat they are
more powerful and superior but Lorde asserts tls@ssion of the
male organ is nothing. It is just the brain washaigvomen’s psyche
centuries ago.

Therefore, one of the recurrent themes that or#sfin Audre Lorde’s
poems and fiction is that she writes the bible e$lhian Feminism that
is used all over the world. She invents black lasisim. Audre Lorde
joins other feminist poets to explore the ways inick the dominant
discourse (male discourse) silences women.

Contemporary feminist writers including Audre Lorddave
demonstrated the vital link or connection betwearrative control and
self- realization. For them if one can control acn@wn stories, she
realizes herself. To realize the female self noblody to tell her story.
Men who present women as the weaker sex (supp@sem are not to
tell women’s stories. In her poem ‘The women of Beth swords in
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their hands to mark the time when they were wastjshe presents
women as warriors and not as the weaker sex theesvpresented them.

Developing a new Multicultural Feminism Model

As changes have surfaced within the global commyserhaps now is
the time to begin the true development of a newltioultural
feminism. A key argument of this presented reseatelms from the
proposal to create and define a new multicultueahifhism. Steps
toward defining multicultural feminism are not eaty indistinct. There
has been previous scholarship, which not only stppbe development
of multicultural feminism, it seeks to explain howe initial groundwork
is already in place. Becky Thompsserarticle “Multiracial Feminism:
Recasting the Chronology of Second Wave Feminisistugses the
next step in casting literary feminism outside tloétthe previously
mentioned hegemonic feminism. Thompson reiteratescdaims that
hegemonic feminism *“is white led, marginalizes @givism and the
world views of women of color, focuses mainly o tinited States,
and treats sexism as the ultimate oppression”(38mhin her body of
research, Thompson explicates the rise of an rnat®nal movement
dating back to the 1978 Essentially, it is this movement that began
early to unite women from multiple ethnic backgrdsirwith antiracist
whites. Accordingly, white women may not have rmsadi that their
guest to unite was built upon a psychological awomstof inherited
white privilege. Thus, they had been privilegednany ways due to the
fact that they were white, and could not always ewsthnd the
peculiarities associated with being a minority.

Thompsons research is careful in its reminder that the libgreent of a
new multi-racial feminism is inclusive to all womenhis may however
contrast with direct protestations to define ethmodes of feminism,
and to a degree, feministic literary criticism. hwould include the
likes of Alice Walkeirs womanist theory. A theory built upon the very
idea that the lived experiences of black women miklean different
from other women. Essentially, Walker is not wrdrgge. It would seem
that if women are to truly unite under a new fesmmimodel, one must
first learn to appreciate the specific peculiasitiereated by ethnic
differences without using those differences to tereadivisive wall. The
development of a new model would therefore find theny
commonalities between the lived experiences ofvalhen. Prudently, |
would like to make a note here of three key comrives shared
amongst all women.

All Women Suffer from Societal Oppression

No matter what background a woman comes from, sh&am birth,
oppressed by the very factors upon which her lmetyates. The female
sphere is designed and constructed by patriarairae$ that extend
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natural authority to males. In the case of blackmen (as well as
women of color), their male counterparts, thougbnsiegly stripped of
any power within the world are given authority ovéeir women.

Consequently, a woman must maneuver the socialrephg first

overcoming the genetic defects associated withbimgh as a female.
This would include any of the unique features ienérto being a
female: sensitivity, compassion, beauty (male psegdd, understanding,
and mothering. A woman must know her place or slse may find

herself reprimanded or punished for her actiong att of silencing is
another method of oppression that also seeks tsipwomen. Women,
like children, should be seen and not heard right?

All Women Have Been Abused

The lived experiences of black women are decoroustyed by
recurring bouts of abuse. However, more often thanthe abuse of
white women has largely been left unexplored oculsed to the same
degree that other women have been. Whereas blacksther women
of color have been vocal about the forms of abosevhich they have
suffered, white womes stories of abuse are no less prevalent. The
forms by which the abuse takes place may be diffeyet that does not
dispel the fact that some form of abuse occuren# is oppressed, then
they are consequently abused. In this fashion, woare again united
by the common association of their experience walttuse, physical
and/or psychological but essentially abuse.

Women Work Harder than Men to Establish Place

The act of establishing place in the world is fundatal step in one’s
psychological maturation. Women, who are again boutside the
privilege of manhood, must exert greater effortestablishing place
within society. Naturally men have a genetic adagat as that the
subconscious mantras that permeate the existentfe @fre generally
male. Thus, a male finds the world a place wheeg thust make their
mark while women are immediately confronted witle tproblem of
knowing where they can make their mark. The wots®lf remains
largely the realm of the patriarch; furthermore, ist through the
manipulation of usually masculine principles thakachieves success
and contentment in the world. Femal¢herefore must find their way in
world wherein they simply act as accents, decogajneces in the
world’s living room of man.

Conclusion

By examining the account of shared commonalitigsvéen the lived
experiences of all women it should therefore seequastionable that
there exists a divided front within the realm afinfaism, and to a lesser
extent feministic criticism.
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The established models of feminism have become ateddin a

globalized world. Colonialism has touched everydnterature, alone,

provides a firm testament to the lives of womeradRlwomen, as well
as other women of color have been affected diftreget it does not

override the fact that all women have been affed®edhaps time will be
the deciding factor in bringing together a trulyitad front that does not
separate the Celi® and Norzs of the world. Instead one will finally
acknowledge that they are all women and equallyded and protected
by a united multicultural feministic front.

Summary

On multiple levels all women have been oppresseatbpide the varied
effects of that oppression on women of color, amdatdegree, black
woman, the oppression has had the same effectsbinppwomen to the
point where they must go above and beyond in otderounter the
attempts to silence and marginalize them. The ditbgn and

marginalization that has occurred among women-teesphanging

conditions-continues to present a problematic sdna

Black women, and for that matter women of coloiyeh@ome a long
way in their journey to find not only acceptance hiso to define a
space that has been long denied to them. The liatke created by the
threats of imperialism, canonization and sexism rhaye blurred yet
the existent problems have yet to dissipate.

Tutor Marked Assignment

1. What is the essence of postcolonial feminism egfigan Black
women writing? Elucidate profusely.

2. Is postcolonial feminist theory worth sustaininge thelegation
and negligence of a black woman or women in genirah
contemporary world? Justify or contradict.

3. How would you reconcile time, change and womenthair
overwhelming pursuit of independence and identity i
comparative black literature?

4. What is womanism? And how has it helped in propertthe
image and identity of African-American and Caribbb@@men?

5. Discuss the idea of developing and establishing e n
multicultural feminist model as sustenance to womien
contemporary world.
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MODULE 6: REPRESENTATIONS OF BLACK WOMANHOOD
IN AFRICAN-AMERICAN &CARIBBEAN LITERARY
REALISM

INTRODUCTION

This segment aims at introducing the students ¢ostlppressions and
negations of both, white feminism and black libematand their

discursive constructions of subjectivity, agencyd am potential for

resistance, through the writings by black women.eifhprofuse

representative writings had created a powerful mnoé social and

cultural awareness which reverberates - even thaughany contexts
rather as an underground existence - until todag &as been
resurfacing in the contemporary interest in anchetion of theories of
intersectionality.

However, despite the noticeable current regardther crossroads or
interconnected axes of analysis framed by racessclgender and
sexuality though, the particular generative powérblack women's
writing as the crucial impulse to that critical ééspment has, beyond
the African-American &Caribbean context, gone nmmgsi With a
selection of contemporary criticism, this issuegehder forum wants to
draw attention to the manifold contributions of ddavomen's writing
both to a cosmopolitan literary and cultural hepgaf women, as well
as to international gender studies.

Objectives

The objectives of this segment are to make theesiisdsee that female
writers continue to remind us of the differencesMeen themselves and
males and the separate struggles they face. Fasrnaam, the task of
liberation through writing must include also a #iraagainst the
establishment created by male power, in this cabdie-male power.
Writings by women must be successful in relaying tmique female
experience; one unlike that of their male countggpaHowever, the
works by women of color are constantly attacked afibeh dismissed as
feministic, sexist, one-sided and the like. Fortaha this has not
discouraged the female “voice” from emerging. Watsuch as Alice
Walker, Zora Neale Hurston, Toni Morrison, Jamakdacaid, Audre
Lorde and countless others have created a new $patee discussion
of the female experience within postcolonial fersirsetting.

Main Content

Black feminists operating in literary collective®iin 1979 to 1990 stole
the key term "motherhood" out of its heteronormagéd function and
instead used it to create a cultural politics @gence which both frames
the political practice of black feminist publishiagd scholarship in the
1980's and provides a framework for how black feshirscholars,
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writers and publishers today can engage a legatywhl still be in the
making.

Katharina Gerund examines the impact of Audre k@rdwork as
writer/activist on the development of Afro-German omen's

communities. Her essay analyzes transatlantic gliel® and
interactions, which are primarily based on gendet hlack solidarity

and outlines Lorde's seminal role for Afro-Germammven as well as the
meaning of Lorde's work in Germany within the comtef the African

Diaspora.

To this end, therefore, black women's writing isareltterized by
expressive multiplicity in three major ways: inetuality, intergeneric
textual strategies and the collective first persbespite feted single-
author publications by individual black women, iasvthe anthology, a
collective expression of black womanhood as infthren of | and |,
which ushered in the idea of black women writers aagliscrete
politicized and aesthetic phenomenon. The black & writings
project the aesthetics of renaissance, identitjh@ad and rediscovery
in women thereby acting as both an institutionaizplatform and a
metaphor of “the black woman" the anthology embedied encourages
the formation of a collective subjectivity.

Phillis Wheatley & Zora Neale Hurston

To begin a discussion of the plight of African Amcan female writers
it is not only easy but important to begin with fimst African to have

his or her works published in America: Phillis Wtieg. Wheatley,

whose reputation is only hindered by the sheer amoficriticism her

work acquired upon its release acted as a precdmowhat other

women like her could expect. Furthermore, her &ifea writer sheds
light on the duality of literature by women of coldhat is, the writing

must be expressive and combative.

The preface of Phillis Wheatley collection states: “The following
Poems were written originally for the Amusementhef Author, as they
were the products of her leisure Moments... AsAtggmpts in Poetry
are now sent into the World, it is hoped the Crtitl not severely
censure their Defects”. The preface goes on to hungoovide
reasoning behind the creation of the collection askis the reader to
accept the collection with the understanding thatwriter in question
does not forward her writing as anything more thtae leisurely
productions of a young girl; however, Wheatkeyvriting would go on
to provide proof of the African Americas ability to handle the art of
poetry.

105



ENG 817 AFRICAN-AMERICAN & CARIBBEAN LIFHRIRE

According to the Norton Anthology of African Ameais Literature,

Wheatleys Poems on Various Subjectsffers its reader several
introductory documents designed to authenticatdli$#M/heatley and

her poetry” (Gates & McKay 214).

Her writings became the method by which the maksssed to gauge
literature created by people of color. Consequetttig collection would
also place Wheatley at odds with protectors ofcreon, as well as with
critics who found it absurd to think that a blackuld have written an
accepted piece of literature; furthermore, thevaial in question was
a black woman.

One of Wheatleys greatest critics would surface in Thomas Jefferso
who is noted for stating: “Religion indeed has el a Phyllis [sic]
Wheatley [sic] but it could not produce a poet. Témmpositions
published under her name are below the dignityribtism” (Grimes).
Jefferson is highly regarded for his outspokeniaisin of Africans in
America. For Jefferson, it was incomprehensible teatley could
genuinely furbish writings of meaning. In fact, heritings, though
genuine, were nothing more than “mindless repetitmd imitation,
without being the product of intellect, of reflemii’ (Gates 45).
Jeffersons disdain of Wheatlég poetry is likely due to abolitionists
arguments that African American Literature providpmbof of the
capability of the “Negro”.

Thus, the “Negro”, capable of mastering the artsilat be worth more
than a simple laborer. Jefferserthoughts alluded to the inferiority of
the African mind and thus the inferiority of Whestland other slaves.
Therefore, if one is to consider this, it is notlsrd to realize that the
general thoughts of this nature have been embedaked cultural
thought pertaining to blacks or “Negroes”. Furtherey black women
are targeted due to their placement below theokohaale counterparts.
In his bookThe Trials of Phillis Wheatlgeyeditor Henry Louis Gates, Jr.
reexamines the “trials” of Phillis Wheatley, dissung the “misgivings”
pertaining to Wheatleg published writings. Gates reveals through his
discourse of Wheatley what other women of colorehevlook forward
to when attempting to define their existence thtoulgeir writings.
Women of color must face conflicts outside theiceraas well as
conflicts spurned within. They are often “Too blatk be taken
seriously by white critics in the eighteenth ceptWheatley was now
considered too white to interest black critics I twentieth” (Gates
82).

Prolific African American writer Richard Wright, aguoted by Deena,
places blame on Wheatley for “being at one withtevculture” (Qtd. in
Deena 20). Long regarded for his outspokennessghtVrdismisses
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Wheatleys writings on the basis of her close relationshkis whites;

furthermore, he denounces the accreditation giweghdam. Thus, Wright
falls in place alongside critics who denounce thatings of an

individual due to their relationships with the @ty other. One may
consider this notion of Wright to be universal,ttig he would make
the same claim if the writer were male.

Her poems are filled with references that inspsevall as those which
ask her readers to question their views relativAftacans. Perhaps it is
Jefferson, or more appropriately those in agreenwdttt him, that
prompted Wheatleég writing of her poem “On being brought from
Africa to America”. The poem reminds us that desgiie differences of
Africans was mercy that brought me from my pagaw’igline 1), there
does exist a hope that they, too, may be considereeptable in God
eye “Remember, Christians, Negroes, black asCiiay/ be refin'd, and
join th' angelic train” (lines 7-8). This mode ofrit\ng is a recurring
theme for women of color through writing.

According to Stacey M. Floyd-Thomas and Laura Galilmwritings by
black women work to create *“alternative social images that
represent a space where home and belongingnesdenaitained and
self-determination realized” (528). In their arictSubverting Forced
Identities, Violent Acts and Narrativity of Race:DAasporic Analysis of
Black Womens Radical Subjectivity in Three Novel Acts” Gillmand
Thomas discuss the act of subversion through luezacomposed by
African American female writers. They go on to as#®at black female
writers use this technique to fight oppression; enver, they are then
better able to define a space within their socitigt is homelike:
providing security and a sense of “belongingne3siofnas & Gillman
529). Yet, women of color inadvertently expose teelves through this
process; making themselves and their writings valble to the attack.
In the case of Wheatley, the attack is forcefullsorsg. Wheatleis
perception of the world and her predicament woadehbeen quite rare.
As a slave, she was seemingly unaffected by thehhexalities that
many other Africans endured. Therefore, within teiting, one may
note that there is not much literature which prstedavery. This has
been considered by some, like Wright, as the cpoanuvhich her work
should be measured. However, as noted by Anne Apmdein her
article “Phillis Wheatley: Her Critics and her Cohtition”, Wheatley
was “the first Black American woman author to reeeany recognition
in the literary world. Unfortunately, she is todesf remembered simply
as an oddity” (125). Besides the criticism of herks, does the content,
alone, provide Wheatléy legacy protection? Does the content merit
inclusion in the traditional literary canon? Areeyh“ethnic” enough to
obtain acceptance from others of her race? Theewrientioned
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guestions relating to Wheatley are questions, winety be examined
with any female writer of color.

Zora Neale Hurston

The writings of Zora Neale Hurston are as diverse they are
guintessential in understanding the relationshigwben literature
composed by women of color and the world. Of héré&lrston notes:
“I am not tragically colored. There is no greatrear dammed up in my
soul, nor lurking behind my eyes... | feel mostocetl when | am
thrown against a sharp white backgroun@btlored1031). Hurston is a
woman whose literary legacy is defined by the ithed a black woman
could demand a space in the world; furthermore, a$serts that the
woman did not have to do so in fear of her rackmininity.

In perhaps her greatest literary accomplishmenta 2¢eale Hurstors
Their Eyes Were Watching God tells the story of mmenan’s journey
to find the perfect union she witnesses among tbjer nature. The
central character, Janie is told an important lesabout the life of
women by her grandmother, “So de white man throwrdde load and
tell de nigger man tuh pick it up. He pick it upchase he have to but he
don't tote it. He hand it to his women folks. Degger woman is the
mule uh de world so fur as Ah can see” (Hurdtgesl4).

The text begins by a revelation of the differenbesween male and
female perception of dreams. Unlike their male ¢erparts whose
dreams sail forever on the horizon, women fashidiifarent reality.
According to the narrator; “women forget all thasengs they don't
want to remember, and remember everything theytdeant to forget.
The dream is the truth then they act and do tharegsrdingly” (Hurston
Eyes1). Through the life experiences of the protagodatie, one is
able to view directly the life of the African Amean woman: the mule
of the world.

Hurston is a woman whose literary legacy is defibgdhe idea that a
black woman could demand a space in the worldhéurhore, she
asserts that the woman did not have to do so in déaer race or
femininity. In perhaps her greatest literary accbshpent, Zora Neale
Hurstoris Their Eyes Were Watching God tells the story ok o
womaris journey to find the perfect union she witnessasrgy objects
in nature. The central character, Janie is tolangrortant lesson about
the life of women by her grandmother, “So de whii@n throw down de
load and tell de nigger man tuh pick it up. He piakp because he have
to but he doit tote it. He hand it to his women-folks. De niggeyman
is the mule uh de world so fur as Ah can see” (kdurEyesl4).
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The text begins by a revelation of the differenbesween male and
female perception of dreams. Unlike their male ¢erparts whose
dreams sail forever on the horizon, women fashiddifferent reality.
According to the narrator; “women forget all thasengs they doit
want to remember, and remember everything theytdeant to forget.
The dream is the truth, and they act and do thiagsordingly”
(HurstonEyesl). Through the life experiences of the protagodéstie,
one is able to view directly the life of the AfritaAmerican woman: the
mule of the world.

Hurstoris novel most certainly is best discussed when atesnthe
protagonists goal to achieve natural harmony in her life; harmony she
witnesses as a teenager while watching @ellinate fruit blossoms.
This achievement of harmony is perhaps the cefirals of the work,

as that Janis action from that moment is an effort to achiee tevel

of harmony. Janis journey takes her through two failed marriages,
abuse, societal shame, and eventual happinedinial anarriage. By the
work’s end, we find that Janie has come full circle.

She has achieved her oneness with nature and gagmexivn command
of the far off horizon; her destiny “[pulling] itdm around the waist of
the world and [draping it] around her shoulderst(gtonEyes193).

The life of Janie Crawford is a triumph. It indieatthe indomitable
spirit of the African American woman to surviveideilla Wald, in her

article “Colored:

The Self-Authorized Language of Difference in Zdtaale Hurston”
explains that Hurstds writing exhibits a unique quality that allows her
to “speak from the margins” (80). Referencing thetfthat as both a
woman and an African -American, Hurston inter-plaj8erences to
“facilitate an inspection of cultural identity” (81Unlike the journey of
the black man, Hurston is female, and thus hertigems doubly
indemnified by the problematic effects of post-caédism.

At the time of its original publication, Hurstawork became the center
of an ambiguous debate. On one side were suppodkrsit some of
which were white while on the other side were dstes, of which
some were black. Like Wheatley who preceded herstidn found her
writings battling against imperialistic ideals asisped with race and
culture as well as with sexist views of black ménreference to the
writings of Hurston, prolific African- American aur Richard Wright

is quoted for stating: “[Hurstéa novel] neither has a basic idea or
theme that lends itself to a significant interptietd (qtd. in Martinez).
Wright’s comments are ratified by other African -Americaitics who
disregard Hurstos novel due to its sensual overtones as well as her
emphasis on southern dialect. For all that hecads of Hurston;
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Wright fails to create a proper portrayal of thaddd woman in any of
his writings.

Alice Walker & Toni Morison

Alice Walker, the best known African American writef the second
half of the twentieth century, wrot€he Color Purplein 1982. Her
writings turn to be a landmark in African Americamen’s fiction and
a turning point in women’s career writing.

Alice Walkers The Color Purple has been praised as one of the
greatest literary works of its time. By that saroken, Walkets writing
has been criticized for themes that include a megaiortrayal of black
men. Bell Hooks in his article “Writing the Subje&eading the Color
Purple” describes the work as it “broadens the scop literary
discourse, asserting its primacy in the realm @idaeic thought while
simultaneously stirring the reflective consciousnesa mass audience”
(215). Hooks ,notes that a key characteristic ef work is the sexual
exploration of the main character: “Cé8dife is presented in reference
to her sexual history” (216). Yet, there is someghdeeper at work in
Walker's novel that represents the real life displacenoérwomen in
regards to society.

The prominent female characters in Walkework act as caricatures of
women in society. Celie, the protagonist, is theing woman who
comes of age in a world that resigns her as a dutaie to men, frames
her as physically unattractive, and places her iwith world that
constantly reminds her that as a woman she is mpthihrough her
experiences with the other women in the novel, Mike Celie are
themselves caricatures, she pieces together herfemvmine identity
within a largely male dominated world. Celie resetile ugly, but very
real existence of male bigotry. She also revealsflicting ideas
pertaining to Christian images of god: “He big ahdl and tall and gray-
bearded and white” (WalkeZolor 195). It is Celie who learns to think
outside the prescribed notions dictated by man @mndeek god in
everything. However, one the single caricature efi€Calone. Take for
instance the indomitable Sophia. The caricatur8ayghia is illustrated
by her own admittance that she, along with heessstwvere all built like
“Amazons”. Celie describes Sophia after havingfhist baby by noting
in her letter: “she still a big strong girl. Arm®tgmuscle. Legs, too”
(Walker Color 41). Whereas Celie represents the woman beaten down
by the world, Sophia is the exact opposite. Whensishes to make a
statement, she does. If a moment causes her td tegghysical action,
she returns it in kind. Key to the character isdeslaration that reminds
us “All my life | had to fight. | had to fight myatidy; | had to fight my
brothers. | had to fight my cousins and my unckegirl child ain’t safe
in a family of men” (WalkecColor 46).
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The “Amazon” as characterized by Sophia is fullpwitedgeable of the
place of the woman in the world and her need eingjith to fight against
the tyranny of the world, especially that wrougltroen in their own
community. Celie and Sophia are not the only céuies presented in
the text. After all, it is Shug Avery, the commoauaty whore, who
exemplifies the free-spirit that others have attedgo cage. Shug, like
Sophia, speaks her mind and enjoys the pleasuneassion and sexual
relations, and while she is no different from maofythe men who
swoon after her, she is depicted as nothing moen th harlot.
Consequently it is Squeak, so named for her meéeyavho cannot
demand the simple respect of having others callblyelner real name.
She is but a woman in a nianworld; she cannot declare her own
identity. Celiés sister, Nettie, although educated, falls in donhikith
the African villagers because she wishes to chahgesocial order by
educating the females. Nettie is quickly reprimahdad put back in her
place. Walkels stance here is essential in revealing the péalle
between the fictitious characters in her novel d@hd indubitable
existence of real women of color.

Mary Helen Washingtas readings of Walkés works reveals what she
defines as the construct of “the woman suspendéd). (nterestingly,
“the woman suspended” is the perfect descriptiothefexperiences of
women of color within a postcolonial society. Theoman of this
description is placed at an involuntary standsker movements, or
lack thereof, are dictated by society and the pewdrich exceed those
of woman; man dictates and the woman must obeyld fbbandonato
discusses the novel stating: “in her representatidhe unrepresentable,
Walker dares us to arrive at the place where inamin is too far to go”
( 306). The charge of any writer is to take thedezasomewhere;
however, the destination depends as much on tmecethof the writer
as his or her gender. Walker forces the readere raatl female, to
reexamine the experience of the woman within agodstial setting; a
setting wherein the men of color have found freesitimat they continue
to deny their women. Walkear discourse as noted ihe Color Purple
is also realized in her texthe Third Life of Grange Copeland

The key narratives framed within the work revolveusnd Grange
Copeland. The other major narratives in the tektaacsubsets to those
of Grangés, and are explored through the life of his sorvBrfeld and
Grangés granddaughter, Ruth. In his article, “SpeechgAfilence:
Alice Walkers The Third Life of Grange Copelahd Harold
Hellenbrand opens discourse on Walker by noting Kéfed earlier
declaration of two factors acting as strains onclbldiction: “the
chronicle of a black family and the tale concerpedarily with racial
confrontation” (113). Through a careful examinatione is able to view
the lives of the Copelansl and understand the difficulties they face
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while combating the rural south. The narrative esped within the
novel revolves around the male characters; howetls, women
referenced in the work speak volumes of the aforgimieed female
battle against imperialism and sexism.

Toni Morrison

Morrison’s essay “Thoughts on the African-American NoveBadisses
specifically the role of the novel within the Afae American
community. Accordingly, Morrison describes the rloas a product
produced for the middle class. As it would seeras¢éhwho were a part
of the lower class or the upper class had evergthihrey needed,;
however, the middle class, in the wake of the itgalsrevolution
needed something to help them define the new dpagewould inhabit
in society. Morrison notes: “they [the middle cllabad no art form to
tell them how to behave in this new situation. Beytproduced an art
form” (30). The shift here in writing would make dgr a lack stories
that had been shared through music, or oral tagitamong the lower
classes.

Furthermore, it would not be as refined as theoafine antiques of the
aristocracy. The novel became a success becaugs albility to not
only teach proper protocols to a burgeoning societywas also able to
convey new experiences “In the same way that a giaums music is
enhanced when there is a response from the audigngeof some
importance to me to try to make that connectionb{isonNovel31).
One would likely agree that Morrison has been ss&fcgin making that
connection. There are numerous works for which Morr is known.
There are also multiple experiences conveyed throlugr writings,
primarily those of African American women.

For many, Toni Morrison is known as the African Aman laureate
who transposed the delicately framed story of tlaees Sethe in her
Pulitzer prize winnning workBeloved This aspect of the “American
reality” is a part of that same reality professeg dther African
American female writers who use their writings doniulate a space that
has been denied to them by society.

Toni Morissoris seminal workBeloved is a work that helps to connect
the African, and to an extent, the American comryuby recounting a
period of American history that has often beenicliff at times to
discuss. It is through the character Sethe, a fostaee, that one learns
of one of the major hardships created by slavesgehtially this is a
hardship that affects women with a ferocity unltkat of their male
counterparts. The story of the runaway Sethe ihéurcomplicated by
her choice to ensure that her children would netha return to slavery
when her former master finds her in hiding. Setbesuhe only method
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of control she has, that is, control over the liedsher children, and
takes it upon herself to spare them from slavemoufh death.
Fortunately, her attempt is foiled, but not befstee is successful in
murdering her oldest child, a girl whose headsteaels “Beloved”. The
“Beloved” one lives on however in spirit and dontegthe house on
124, “the ghost that tried them so” (Morris@eloved4). It is not until
the reappearance of a man in the house and a stgathghat helps one
to understand the choices made by Sethe, and dmthtter, the other
slave women whose heritage is fashioned by coltiniza

Sethe is Morrisots paradoxical character. She is also the quintdasen
female slave: appeasing the desires of her childaelhering to the
governing powers of her white masters. She is galJon fact, that she
receives a gift from the mistress of Sweet Homepfasent from the
lady | worked for” (MorrisonBeloved 58). Unfortunately, the life
afforded to Sethe in Kentucky on the Sweet Homatpt#on is anything
but “sweet”. A chance at freedom leads Sethe tkestiut; however, she
Is unsuccessful at first and becomes the victina gfexual assault by
Sweet Homés patriarchal power: Schoolteacher, and his bolys. men
exact their will over the young slave woman and eoihan act of theft
that forever scars Sethe. Sethe recounts her ierper repeatedly
saying: “those boys came in there and took my niikats what they
came in there for. Held me down and took it.” (Meon Beloved16).
The mothets breast, which bears milk, the gift of life, i®tbnly thing
which the poor slave woman can give to her childtems a rare and
precious gift that some slave women are not ablgive their children
because they are at times responsible for nursiagchildren of their
owners. According to the power structure estabtlshg imperialism,
the female slave, like her male counterpart, isr@gtto be used. In

this case, Sethe embodies a role that countlegs slamen were forced
to take part in: one to amuse the master who wietisplete power. It
Is because of her understanding of this systemS3btite makes her way
to freedom and asserts a level of power and awyhtrat had been
previously denied to her, and to an extent, heldaddm. Sethe, on the
precipice of destruction is able to bring hersetlh and begins life
anew, free with Baby Suggs. Sethaew claim to freedom is short-lived
when her former master and rapists (Schoolteashmys) find her and
desire to return her to the sugary Sweet Homes. @t ithis moment that
Sethe takes her role as a free woman and essgtiatiother to a new
level. Sethe decides that her children will find renatisfaction in a
freedom filled death rather than a freedom-less I@ne may question
the motive of the runaway slave woman, yet if ohelies the ladder of
authority designed with the Imperialist in mindetelave woman has
only power over her children. Furthermore, whdltelipower she has is
dictated last in her favor. Thus, Sethe attempfse® her children from
the burden of slavery, forever increasing her bor@s seemingly
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illustrated by the chokecherry tree that now “colldve cherries”
(Morrison Beloved 16). The tree itself is a reminder of her past
difficulties; likely enhanced now with red cherrieymbolizing the
blood of her children. The discussion here of Sethé her decisions
provides evidence toward the explanation of thealengrasp toward
obtaining control where formerly she had none.

It has been noted that Morrisesrattempts through her novels is to make
a connection between the literature and the readiat then is the
connection offered by works likBelovedor The Bluest Ey2 Whereas
Walker's quintessential female characters essentiallyagataricatures
for various women in society, it seems that Momisovomen are quite
effective in their ability to connect specific pmits and the existence of
women during those periods to the reader. Pecdaydia, Frieda,
Pilate, Sethe, are excellent figures that helptonenderstand periodized
existence for African American women. From slaviryhe depression
and even afterwards, the women of Morrisoworks shed light on the
female psyche; its attempted development as watkagifling by both
society and black men. Yet there is apparent cdimredetween the
periodized experiences of these characters andr ditaek female
characters expressed through other writings. Theggfthere is proof
that the shared existences of these fictitious woare likened to those
of the very real women who created them, women whsentially
understand their role as a beast of burden.

Jamaica Kincaid and Audre Lorde

Jamaica Kincaid had begun her writing career in theted States
without having any awareness of a Caribbean lyeteadition. Her
works, however, are from the very beginning isiddgty Caribbean
because it shares thematic preoccupations andtstytievices with a
majority of Caribbean writers features. For thiasen, she may be said
to accommodate to the Caribbean canon establisiiea bumber of
seminal works from the fifties and sixties, a pdrithat withessed a
boom in Caribbean literature in the Western metiispoainly through
the works of the gifted male artists mentionediearCritical studies in
the course of the sixties and seventies acclaitmesketwriters as central
figures and outlined a critical approach tracing thematic concerns,
dominant tropes, narrative modes and aesthetiddref Caribbean
literature, which included: a preoccupation withstbry, cultural
dominance, individual and communal identity; a @ncwith naming
the landscape and validating the local; a prevaleoic narratives of
alienation, exile and nostalgia; a focus on chitthcexperience; a
preference for the autobiographical mode and théstetradition. With
the exception of the realist mode, which she rejastinappropriate to a
reality conceived as extending far beyond the reaimphysical
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evidence, Jamaica Kincaid seems to fit easily itlis distinctly
Caribbean tradition.

Her most acclaimed novel, In the collection ofrig®At the Bottom of
the River,Kincaid's first book, a girl approaching maturitpmes to
terms with her domineering mother. In her procdsseti-formation, she
is caught in a bundle of contradictory feelingse steeply loves and
hates her mother at the same time; she relishesatkéy of dependence,
but strives for separation; she longs for unionhwite mother, yet
perseveres in resistance. The nostalgia for a @dgal union with the
mother seems to evoke the innocence of a pre-@lomorld still
uncorrupted by conflict and violence, whereas ttedemal rejection of
the daughter striving for autonomy may recall tlodonial alienating
power relegating its subjects to a subaltern pwsitirhe mother, whose
love is wonderful yet claustrophobic, representbraat of erasure for
the daughter, who must struggle to articulate aarsgp identity and
affirm her own power.

Annie JohnKincaid’s first novel, explores the same themes imore
articulated socio-historical setting. Within a rgalmarked by poverty,
racism and political and cultural oppression, thahmar-daughter theme
offers a paradigm of psycho-social female develagnme the specific
context of the Caribbean. As she matures, thecgimes to terms with
the emotional conflicts common to adolescence aitd the cultural
conflicts which characterise her colonial socifilge process of identity
formation is analysed in relation to the proble®bf race, gender and
class.

The protagonist has to deal with a mother who lgesed to colonial
logic and with a whole society which is oppressivel threatening for
her own sense of self. The interrelationship betwswtherhood and
colonialism is here explored more thoroughly tharhie first book and
the theme of cultural oppression is treated mornai@ity. After the
success of her first two books, praised by reviewer the gentleness
and the charm of their tone, Kincaid’'s growing po#il awareness
becomes clear in the controversial essay on Inttoalu post-colonial
Antigua, A Small Placewhere, drawing from firsthand experience, she
engages in a sharp and angry criticism of bothidBritolonialism and
American imperialism as well as of the corruptiord anismanagement
of the native government. In this work, the questffeedom theme is
approached at the collective rather than at thesgmed level since
Kincaid is more interested in the implications ablanialism and
imperialism on Antiguan national identity and in pé&xing the
mechanisms of power and the ways in which sociaditmns shape
human consciousness. Resistance is advocated aprithe tool of
empowerment and, finally, freedom is envisagedh@mdbandonment of
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prescriptive roles and in the rediscovery of themhanity of both
conquerors and conquered.

Kincaid’s anger and political commitment are therinscribed into her
second novellL.ucy which continues the personal saga started with the
earlier fiction. The book records the emotionaliggle of a girl growing
up and coming to terms with the changes operatmges perception of
herself and of the external world. The North Ameanicetting, where the
protagonist is caught within new power relationshigich replicate old
ones, offers a wider perspective on the conflicthwihe biological
mother and the colonial motherland, whose memoliyhsiunts the girl
obsessively. While the relationship with her whaiployer seems to
replicate the one with her mother, the imperialigiNorth American
society echoes the logic of British colonial power.

The text articulates the quest for the self of domial subject
confronting the white West and offers alter/natisons on politics and
history. Lucy confronts colonial and imperial povetructures and gives
voice to her own version of the story, seeingatrrthe perspective of a
subaltern subject who finally will become the agehher own destiny.
Like the protagonists of the earlier works, Lucyalde to carry on with
her struggle against oppression thanks to thedstdrmination inherited
from the African world her mother embodies.

The obsession with the mother figure is also athbart of Kincaid’'s
latest novel, The Autobiography of my Mothewhich, nevertheless,
marks an evolution in her work both because thecgsuare not as
strictly autobiographical as elsewhere and als@ab®e recurrent themes
are treated from a distinct perspective.

Now, Kincaid explores the implications of motheglesss on the
definition of the self. The central motif of theopmgonist’s life, whose
Carib Indian mother died giving birth to her, ig thbsence of a maternal
figure who would function as a mirror image necegs# the
identification and the affirmation of the self aber. Her writing always
responding to a duality of vision, Kincaid also mseto suggest in the
protagonist’'s motherlessness the brutal deprivatdnancestry by
colonialism’s exterminations of the native peopléh® Caribbean. In a
world marked by death, the protagonist has to inhenself out of loss.
Refusing to become a mother, she sustains herketiugh self-
possession and the pleasure of her own body anesps end to the
perpetuation of historical ruin by not letting Farcestral side (whereas
her mother is a Carib Indian, her father is halétSkealf-African) be
destroyed in reproduction.
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Kincaid's latest bookMy Brother is a memoir where, relating of the
illness and death of her youngest brother, strycRIDS in his thirties,
the author discloses her personal experience @& & loss with the
maternal figure always at the centre. The reflecta the mercilessness
of existence and the realisation that nothing &blst and true in life
gives vent to a flood of memories revolving arodmel relationship with
the fraudulent maternal figure, beautiful and crueurturing and
suffocating, adored and hated. Finally, the lifettgé narrator's brother
will stand symbolically for the destiny she hasagm. The text can
therefore be read as yet another personal takestdtance and survival.

Audre Lorde

A self-described “black, lesbian, mother, warripoet,” Audre Lorde
dedicated both her life and her creative talentctmfronting and
addressing injustices of racism, sexism, classiang homophobia.
Lorde was born in New York City to West Indian ingrant parents.
She attended Catholic schools before graduatingn fldunter High
School and published her first poemdaventeemagazine while still a
student there. Of her poetic beginnings Lorde coniatk in Black
Women Writers®l used to speak in poetry. | would read poems, bnd
would memorize them. People would say, well whatydo think,
Audre. What happened to you yesterday? And | woettte a poem and
somewhere in that poem would be a line or a fedlwguld be sharing.
In other words, | literally communicated throughepgy. And when |
couldn’t find the poems to express the things | vesding, that's what
started me writing poetry, and that was when | tmagve or thirteen.”

Declaring the Activism of Black Feminist Theory

As a black, mother, lesbian, feminist, socialistj\ast and a poet in the
1960s, “there was usually some part of Audre Logderanteed to
offend someone’s comfortable prejudices throughgrelific writings.
Her refusal to be reduced by any one of her many sometimes
contradictory) identities made her a strange copteary of the Black
Arts writers. Audre Lorde was not only married tavhite man, but a
bisexual white man to boot. Lorde’s tendency ofainiting a space that
put her at odds with societal expectations would m®ntinuous theme
throughout her life and her work. Although it woldd relatively easy to
paint Lorde as a wholesale contrarian, her relahgnto the Black Arts
Movement was not solely based in opposition.

In addition, Lorde accepted several literary comngrs of the Black

Arts Movement. Specifically, she used art to enagaer social
opposition to both racist ideologies and racistintgons.
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Consequently, Audre Lorde’s oppositional poeticgilh@s an attempt to
conceive of difference in a positive light, a posfie crystallizes in her
famous address at Hunter College:

It is within our differences that we are both most
powerful and most vulnerable...[because]
unclaimed, our differences are used against us in
the service of separation and confusion, for we
view them only in opposition to each other,
dominant/subordinate, good/bad, superior/inferior.
And of course, so long as the existence of human
differences means one must be inferior, the
recognition of those differences will be fraughtiwi
guilt and danger. (I Am Your Sister 201 -
202)
What Lorde reveals in the passage above is thendwark for her re-
conceptualization of difference. She fundamentadjects the binary
framework that often characterizes the relationshgiween human
differences; a framework based in value judgmesntsl predicated on
exclusion. When one applies Lorde’s ideology offetdnce to the
concept of race, her point becomes less obscunee Svhiteness is an
identity that has been historically defined by whas not, the creation
of an Other is fundamental to identity formationadil difference,
therefore, develops Manichean characteristicsgaifgr of either racial
superiority or racial inferiority.

In order to prevent this dehumanization of differenLorde suggests
that we must reclaim our differences and definemtha ways that
expand rather than limit us.

Essentially then, one’s difference is the site rgfation: a place where a
source of shame can transform into a source ofeptigrde’s poem,
“Coal,” is one of the best examples of how she agpaacial difference
by challenging the rigid notions of blackness adted by Baraka and
Neal:

Is the total black, being spoken.From the

earth's inside.

There are many kinds of open.

How a diamond comes into a knot of flame

How a sound comes into a word, coloured

By who pays what for speaking. (The

Collected Poems of Audre Lorde 6)

In “Coal” the essence of Audre Lorde’s poetic stigleevealed in both

content and syntax. Rhetorically, Lorde is attengto re-conceptualize
blackness, as it relates to the ideology of LareaNand Amiri Baraka,
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by subverting the racial essentialism of the bladsthetic and the
misogynistic disposition of “Black Art.” This re-oceptualization is
accomplished by associating blackness with the pdawereate rather
than to destroy. The speaker in this poem impjic@tdmpares herself to
coal, which typically has a negative racial contiota because to be
black as coal is to be exceptionally dark, putting speaker in conflict
with Eurocentric aesthetics. As the “darkest daeight a white-looking
black woman who made it known that ‘you [shouldrit}st anybody
whose face is black, because their heart is blatlgtde was fully
aware of how stigmatized blackness was as a hunffarethce both
inside and outside of the African American commyiiDe Veaux 18-
19). Yet the speaker in “Coal” does not expressrghar anger at the
comparison, but hope. There is hope because caodl, tlae racial
difference it signifies, is not a fixed thing, becapable of evolving. In
the most basic sense coal has the potential tsftian into a diamond.
This symbolic mutability, however, has less to dthvactual skin color
than with the idea of blackness itself. While Bargkimarily describes
black people on the physical plane, demonstratedivyse of “lovers,”
“warriors,” and “sons” in his poem “Black Art,” Lde describes black
people on the metaphysical plane as “being spokem the earth’'s
inside” (Collected Poems 6). This spiritual undamsling of blackness
lacks a national, cultural, or phenotypical essemméting Lorde in
direct conflict with one of the theoretical prenssef the Black Arts
Movement—the black aesthetic. The black aesthetlwased in racial
essentialism seeking above all to “destroy the evhiing” (Neal 30).
For Lorde, however, the enemy is not the white ghibut racial
essentialism itself. As demonstrated by the tradily negative racial
connotation of coal, to exclusively rely on raaigference as the basis
of individual identity or communal solidarity is fwassively accept the
inherent limitation of an external definition: afidéion rooted in racist
histories. Although the black aesthetic is an aperto redefine
blackness positively, “when self- definition is (fieded] in limitation
rather than expansion, no true face can emerg&in(lYour Sister 157).
Lorde’s penchant for referring to as many of hentities as possible is
indicative of this desire to continually expand ted her limiting social
categories. This idea of expansion is the methodwiych Lorde
threaded diversity throughout her life: a methodthupon the idea of
creation, not destruction.

What truly separates “Coal” from Baraka’s “BlacktAmowever, is its

subtlety. “Coal” does not scream at the reader wétantic notions of
black superiority, or rely on berating the whitepogssor, or attempt to
masculinize revolution by “kill[ing], shoot[ing] gns, or wrestl[ing] cops
into alleyways” (Gates and McKay 1943). Insteaddsoreminds the
reader of the truth: that coal is a fuel or, lelsstaactly, that your racial
difference is a source of power. This power isthetability to destroy

119



ENG 817 AFRICAN-AMERICAN & CARIBBEAN LIFHRIRE

the oppressor, but the power to expand yourselfdé.diints at this
notion in the first two lines of the poem:

“I I Is the total black” (Collected Poems 6). Theeuof “I” (the first
person singular subject) with “is” (the third peamseingular verb) is
more than merely a break in subject-verb agreem&atording to
Michelle Wright, since Lorde wrote almost exclusywen Standard
English, one cannot dismiss this poetic device atylstic attempt to
sound black or “conform to the slam style” (Wridl&2). | propose that
this I-is construction relates to the idea of exgyam. | claim that an
ever-expanding definition of oneself, free from dw hindrances and
social constructs, is symbolized by Lorde’s remttof non-standard
grammatical syntax. According to Margaret Morrigstifdecidedly
Modernist style was purposely elusive and fragnente order to
problematize every comfortable assumption generayedssentialism”
(Morris 100). This point becomes even more perseasvhen one
examines the spacing of this I-is constructionc8ithe “I” occupies a
line by itself, and is immediately followed by tipdrase “is the total
black,” Lorde physically distances racial categatian from the
speaker. In addition, the use of “is” rather thiae grammatically correct
“am” further exacerbates this distance. But morgartant than the
conceptual distance between the speaker and heig#ite actual space
(on the page) that this distance creates. Speltyfidhe empty space
after the “I” suggests that the speaker is more gimply the aggregate
of her racial features. This space suggests iefipossibilities and
symbolizes a diverse way of self-identifying thatrot limited to a
single voice. If one examines the use of this spaanjunction with
Lorde’s term *“total black,” then a new understamgdiaf blackness
emerges: a blackness without limits.

Semantically, to say | am black, is to be categatiand contained
within the historical reference of race. But whea speaker identifies as
the “total black” that singular historical referents problematized and
expanded because the “total black” is not a redeatategory inherited
from slaveholders. The “total black” is a primgbirgual, all-inclusive
association without a perceivable limit, or in atlerds the total black
Is “spoken from the earth’s inside.” While Barakaisderstanding of
blackness is narrow and signified by sameness,d®ndnderstanding
of blackness is open to diversity and “there areynkinds of open.”
Thus, in “Coal” Lorde effectively subverts the watl misogyny of
“Black Art,” the racial essentialism of the blaclesthetic, and the
ideology of containment by expanding the concefiilatkness.

Race, however, no matter how much it is expandedpt sufficient to
fully express Lorde’s identity. Lorde’s humanityher will to be,”
demanded the full recognition of her gender (Wrighj}. In her poem
“Black Unicorn” Lorde continues to subvert the ity of containment
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by directly challenging Amiri Baraka’'s sexist camsition of black
people. While Baraka privileges male power in “Bla&rt,” Lorde
diversifies the black experience by making blackmea the central
focus in “Black Unicorn”:
The black unicorn is greedy. The
black unicorn is impatient. The black
unicorn was mistaken for a shadow or
symbol and taken through a cold
country where mist painted mockeries
of my fury. It is not on her lap where
the horn rests but deep in her moonpit
growing. The black unicorn is restless
the black unicorn is unrelenting the
black unicorn is not free. (Collected
Poems 233).

Related to “Coal” Lorde once again demonstratespoetic subtly and
mastery of conceit; however, unlike the image dlcthe black unicorn
does not represent the mutability of blacknessidat placeholder for
black women. With a “horn” growing from “deep inrh@oonpit” rather
than in “her lap,” the speaker explicitly gendeng tlack unicorn as
female. In conjunction with this gendering, Lordei@des to elements of
the African-American experience when characterizivegblack unicorn.
For example, the idea of a black body being “takeéhrough a cold
country / where mist painted mockeries / of...furybkes the horrors
of the Middle Passage. The history of being kidmabfrom one’s home
and taken to an alien country, where even the tdirnames to represent
all that you have lost, is the same history that $tfeaaped (and continues
to shape) the African American literary traditiofhe combination of
these gendered and racial signifiers, suggests theatblack unicorn
functions as a poetic symbol for African Americaomen.

In Audre Lorde’s work, the force of silence appeassa recurring and
varied theme. Many of Lorde’s most powerful and eative passages
depict a battle against the devastating effecta dife withheld, of a

natural voice stifled by the fearful effects of bewpny. As the story of a
young life examined retrospectively from a confaeditn with her own

mortality, Lorde’s “biomythography”Zami: A New Spelling of My
Name 1982) is composed in a manner fitting the compdidatature of

what it often takes to be its greatest adversaitgns within, and

silence without. In Zami, Lorde responds to thiseadary not only with

words, but—in an iteration of the ideological dallarms for which she
became famous—by taking up the master’'s tools tmdntle the

master’s house, deploying various strategic sileméder own.

As such, Lorde’s Zami complicates a common assessofethe late-

twentieth-century turn to memoir, as a neolibergingtom of the
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deepening commitment to personal identity—a comeitirthat some
contend amplifies rather than meaningfully contésésstructural forces
that reproduce the very inequalities such assertxdndentity can often
purport to fight.Even as it appears to exemplifglsa turn, in its own
way Lorde’s Zami can also be seen as of a piech thé kind of

aspiration toward “impersonality” advocated by ader tradition of

American writers, from the Transcendentalists te thodernists, in
which “personal” material is deemed only worthyirflusion insofar as
it speaks to that which is “universal.”4 But moedevant to its time, and
perhaps more importantly, Zami also demonstratgsradoxical picture
of the importance of self-ownership in an incregimeoliberal age, by
rejecting identity-as-commodity in favor of a s&ifged vision that
protects her from the violent assaults of the stapuwo. That is to say,
Zami emerges at a moment just before personal itgebecame

equivalent with personal branding, when one couilll isnagine an

insistence on narrating one’s truth regarding eagants with

inscriptive identity as undertaking a transcendetical act.

However, to claim for Zami a transcendence aboeatity discourse
would seem to place it at odds with the memoir fasalf—particularly

one that predicates its significance, and urgeray, asserting the
importance of categories of identity that amativedgist the norms of
the status quo. After all, as Lorde articulatecaminterview published
while still writing Zami, the very inspiration befd the project was to
arm the legitimacy of a specifically “intersectiéhalentity: one that

was African American, lesbian, and professionaligreed with literary

studies:

| call it a biomythography. | wrote the book outaof
need | heard in the black women’s community—
that's how it first started. Barbara Smith saidrte:
‘I'm a black lesbian feminist literary critic and |
don’'t know whether it's possible to be a black
lesbian feminist literary critic and survive.” Whén
heard that—just about five years ago—I thought,
‘Oh boy, I've got to start writing some of that stu
down. She needs to know that yes, it is possible.’
And it grew from that. [ : : : ] | learned a lot in
doing it, but then again | learned a lot in leagin
how to write prose, a di_erent kind of thinking.5

As such, for Lorde, the project’s overt commitmenidentity required a
pastiche of genres in order to formalize the refathip to self she
sought to evoke for the sake of arming an iderhit did not, on its
own, feel safe in the world: the “biomythographypart highly

historicized memoir, part timeless creation mytls. @& aspect of this,
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the project also required grappling with a key fpeabthat remains with
us today, and one that puts her work in a certggnment with a history
of radical thinkers that stretches back well phstrieoliberal turn: how
to write from the perspective of the individuatedf $n such a way that
will be arming and resonant for the individual regdsuch that one’s
work might forge a sense of community while alsseasng a political
value beyond the narrative of the individual. Onghhsay that in this
way—both formally and politically—Lorde’s work stds in a clear
lineage with African American women’s life-writingrom the slave
narratives and spiritual confessions of the ningteecentury, to
migration narratives of the mid-twentieth, to thetabiographical
writing of second- and third-wave feminisms.6 Incleaof these
iterations, racial and sexual inequality writ lagg@gear to imbue literary
form with something like an “indexical”’ registeych that asserting the
particularized narrative voice correlated at vasiomoments to the
assertion of political personhood—or even that ofl humanity—
worthy of recognition in the public sphere. As sudespite its mid-
century temporal scope, the aim and structure aflés 1982 memoir
can be understood as participating in a much lotrgelition of African
American autobiography, and in the kind of formaperimentation
demanded by such political aims. For authors fotodokar the unequal
norms of socially-ascribed identity, the memoirnioemerged early on
as an elastic mode, one that could demonstrateatiba from the
hierarchical hegemonies of essentialized persoro@lit through
Zami, Lorde also formalizes the very question gfta famously posed:
can we, after all, dismantle the master’'s houseusipg the master’s
tools? (Lorde 1984) That is to say, can an assedidhe same kind of
normative identity-discourse that had been usedilence and thus
deform the development of individual consciousnessome instead a
means of political empowerment? More precisely, fitienal choices
that structure Zami seem to imply a standing qaestanimating
contemporary narratives of identity more broadlyowh does the
racialized individual plausibly locate herself irstorical time, without
abandoning the notion of racial deference altog@tfiéhe works that
precedesZami considers such questions through a reading of Lerde
Zami, concerning both the role of silence in thetggonist’'s personal
development and the significance of a criticallyedwoked and yet
conspicuous omission from its text: that of theitmallly and socially
cataclysmic death of Emmett Till in August 1955.

Though absent from her prose memoir, Till's deatkl #s powerful
effect appear elsewhere in Lorde’s poetry, speeclssays, and
interviews, including the interview cited above.ltHgust before the
publication of Zami, at the event Lorde read “Aiitesiges,” her long
poem that memorialized Till's death, reaching batkost 30 years to
evoke the experience of being visually assaultethbyphotographs of
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Till's mutilated corpse circulating in mass mediaridg the summer of
1955. After the reading, Lorde and Fran Moira dssad the difficulties
that attend a white woman and a black woman disogissace. In
response, Moira noted “Afterimages” as a piece ¢évakes what Lorde
had described as differences between white ank bi@enen that are
rooted in both history and in the body. Lorde reg]i“A lot of it is

history that we have come through; a lot of it entered within me,
within you”.7

Though Lorde’s assertion of such “centering” ediditunquestioned
assent, locating social and political history ie thody invites complex,
and paradoxical, political entailments. In Lorde/srk, we can see one
way in which such complexities could be smoothedrdwy virtue of
authorial decisions regarding literary form, and te treatment of
historical content. For Lorde, the death of Emniglt could not be
represented in prose, nor even in the memoir jtbelf demanded a free
verse poem instead. More specifically, it was theoenter with the
representation of his murder, and the proliferawbrthe image of his
corpse, that Lorde wanted to narrate as a persxparience, but did
not want to include in the “biomythography”. The ndoined
appearances and disappearances in her work ohitjidy politicized
murder illuminate aspects of how Lorde’'s own raaahsciousness
developed during both the time covered by Zamiyayxmately 1924 to
1956, and during the time of its publication, 19B2t it also suggests
broader insights into the workings of racial idepfloitself post-Jim
Crow-particularly how it could appear to be botldependent of and
utterly derived from the contingencies of its rechistory, at the same
time.

Introduction

From all the extensive and exhaustive black womgpresentative
works so far considered, we, therefore, concludeekgmining the
account of shared commonalities between the livgekences of all
women it should therefore seem unquestionable thete exists a
divided front within the realm of feminism, and ®o lesser extent
feministic criticism. The established models of fieism have become
outdated in a globalized world. Colonialism hasctoed everyone.
Literature, alone, provides a firm testament tolives of women. Black
women, as well as other women of color have befsctad differently,
yet it does not override the fact that all womewendeen affected.
Perhaps time will be the deciding factor in bringitogether a truly
united front that does not separate them of thddvdmstead one will
finally acknowledge that they are all women andadiguincluded and
protected by a united multicultural feministic fton
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Summary

We have through succeeded in drilling the studdaht®ugh the

considered topic in the module and summarily jydtiat black women
have found more often that their writings must rafte being loud and
enduring by not offending Europeanized males df ageblack males.
Ironically they must also be careful not to irdgudetails within their
writings that would keep them from being separditech other writings

by women as this is evidently reflected in all tepresentative works
we have considered.

Tutor Marked Assignment

(1) What is the essence of postcolonial feminist regregion in
black women writings? Discuss exhaustively.

(2)Is post colonial feminist theory worth sustainirge trelegating
and neglecting background of a black woman espgcial
contemporary world? Justify or contradict

(3)How would you reconcile change and women in their
overwhelming pursuit and soloicit for independeacel identity
in comparative black literature? Discuss.

(4) What is womanism? And how has it helped in protectine
image and identity of African-American& Caribbeanmen?

(5) Discuss the issues of race, gender and women eenpemt in
Alice Walkers The Color Purpleand Toni Morison’Beloved.
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MODULE 7: READING CARIBBEAN WRITING: A CROSS-
CULTURAL APPROACH TO REPRESENTATIONS OF
SELECTED CARIBBEAN WORKS

INTRODUCTION

This last module is intended to explore the repredive selected
Caribbean authors whose works have impacted anécted the
Caribbean society. Literature of the Black Diasplm@ates within its
multi-layered gamut, a kaleidoscope of artistic quations; self-
narratives careered by the quest for identity attlexpatriation from a
ruthless atmosphere of slavery and racial subjogatbtudies have
fixated on thematic preoccupation, language formvamnks of Caribbean
traditions.

Objectives

At the end of this topic, the students are expetaed

(1) Be voraciously familiar and acquainted with the onafaribbean
authors

(2) Be well conversant with their common themes andygna

(3) Duly understand the plight and plausibility behitigir pursuit
and writings

Main Content
Owing to the forced and voluntary migrations haveeqg shape to
artistic representations as well as critical omigrand reordering, black
literature of the Diaspora cannot be untangled fritra thread of
struggle, self-assertion and cultural survival ineav home simmered in
dehistoricisation and cultural abrogation. Slavang barefaced racism
were the attendant nightmares for blacks who weoecefully
transported from Africa during the Atlantic slavade. In 1619, James
Town in Virginia was the first historical abodetbt twenty slaves who
turned out indentured labourers working on the Acar plantation.
Slavery is the single most premeditating factornmfravhich black
literature evolved. Corroborating this, ButcherS@%vers that:

Slavery introduced into the very

hearts of Blacks, a

crucial dilemma whose resultant

problems with their

progressive resolutions account for

many fateful events in

Black history and for most of the

characteristic qualities of

Black culture.
The psychological trauma that followed this altetiee lives of blacks.
Black representations came through literature andrsl other art forms
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rooted in the black vernacular that became the tgoeslia for self-
reinscription into the fabric of black identity aodltural survivalism of
post-slavery era. The reality is that rootlessresd homelessness in
their strange home created in the blacks a searcthéir home where
there is physical and spiritual harmony.

The identity motif is to this literature the stekht makes its presence
undeniable. Literary scholars have asserted tleajoilrney motif is not
a new phenomenon. In fact, it is one of the moshroon features in
literature; from the quest narrative, the picaresqio the American
western autobiographical works.

Angelou (1986)) Know Why the Caged Bird Singdso a self-fictional
representation of a trajectory of physical and psimgical quest for
assertion, situates within black identity and jaymotif and reflective
of double burden for a world stifled by racism dechale otherness. The
heroine faces more intense physical and psychabgipset as first a
woman and a black woman in particular. This bladkaracter’s
experiences are connected to journey motif as nodrsgch narratives
conspicuously relate. In the words of Fanon, theest search for self
and cultural affirmation has yielded in exactitude:

The corrosive element all that comes

near them, the

deforming element disfiguring all that

has to do with

white beauty and morality, the

depository of maleficent

powers and the unconscious

irretrievable element of

blind forces (Fanon, 1963: 32).
Fanon’s view hinges on a counter discourse of ralltelitism that has
perpetrated lopsided racial subjugation againstbibeks. There is to
this end, an attempt at cultural retrieval, seaw las identity repatriation
from the condescension of the black personality anthe appropriate
undistorted truth about black historiography rootednobility rather
than the ignominy configured by the white man.

Literature of The Black Diaspora assumes the #atdlbr the artistic

rendering of identity search and cultural recupenat This essay,

against this backdrop, explores struggle, idertitgt cultural survival in

purposively selected self-fictional text through fostance, the George
Lamming’s plot and characterization model. It foxgds the discourse
of identity careered through journey motif in thevals that have been
drawn from the African American and Caribbean tiads.
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The practice of reading Caribbean writing, and tbpresentation of
writers in the work of seven major Caribbean wstdedward Kamau
Brathwaite, V.S. Naipaul, Derek Walcott , Wilson rH&, Richard
Wright, Ralph Elision and George Lamming. Since ehgrgence of an
identifiable body of Anglophone Caribbean writing the 1950’s and
1960'’s, the literature of and about the Caribbeaslargely been read in
terms of a search for identity. Aesthetic renaissamas become a key
aspect of this search for identity and is being ifeated in a thematic,
formal and stylistic preoccupation with writing amdading that is
evident in the literary works of Brathwaite, Naihawalcott, Harris,
Lamming, Elision, and Wright.

The work of Russian literary theorist and philoseippiikhail Bakhtin is

central to my development of a cross-cultural apphoto Caribbean
writing. It is my intention to suggest that BakPginwork offers a

valuable resource and response to the dilemma fhgetthe Western
reader of Caribbean writing: a resource that ndt provides a rich area
of analysis in the field of cultural, linguistic @diterary hybridisation,

but that also implicitly offers a valuable theotiea of the practice of
reading across cultures. There is this existimglclof intersectionality
between Caribbean and postcoloniality. With subjeatter in the work
of the selected Caribbean major writers, we wisledosider questions
of language, authorship, history, reading and tkenpero-spatial
representation of the cross-cultural Caribbean.

The foregrounding sense of self and identity fotme bedrock and
foundation of Caribbean writing.

The orthodox critical approach to Caribbean writiisgto read the
literature of the region in the simple terms of earsh for identity.
However the Caribbean literary canon are themd#&yic&rmally and
stylistically preoccupied with the practices of dgmy and writing. Of
course, these two readings of Caribbean writing layeno means
mutually exclusive. The practices of reading andtimg are both by
their very nature practices of identification amghnesentation. Nor is it
exactly unusual that Caribbean writers should destnate an obsession
with the representation of writers and readerswthigen and the read in
their work. Hailing from a region of islands thatlp recently achieved
political independence from colonial rule, thesatavs- Brathwaite,
Naipaul, Walcott, Harris, Lamming, Elison, and Wtg have
participated in and been witness to a unique pebddhistorical
transformation. It is only natural that as Caribbe#iters they should
be concerned with how the Caribbean region is Ba@aribbeans and
non- Caribbeans alike. Equally, it is only righattihey should reflect
upon their role as ‘Caribbean writers’.
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The concept of hybridity has been appropriated iwittontemporary
literary and cultural criticism as a way of readi@gribbean writing. It
makes clear that all gestures toward the readin@aoibbean writing in
essential or universal terms will be severely naspd. Instead, any and
every reader of Caribbean writing must take accairie ‘diversity
and hybridity’ that defines the Caribbean as aaegif independent and
interrelated islands. The hybridity of the regiomdats literature is a
visible product of the events of Caribbean histarytistory which since
the arrival of Christopher Columbus at the endh#f tifteenth century
has seen the virtual eradication of the native faijmns across the
islands, and the voluntary and forced transplamabf millions of
people from other parts of the world, most notdblyope, Africa, India
and Asia. Therefore, although each writer in thisdg was born and
raised in the Caribbean, each of them can alscclaiyn to either a
legacy of intermixture or a history of ancestraptissession. Owing to
the ugly history and experience of the Caribbeabridity recognises
the Caribbean as the meeting place of old and nerld®; coloniser and
colonised, and suggests that in the contact zom#uped by the process
of colonisation something new is necessarily preduSuch a notion of
cultural contact (albeit in a variety of forms) wit@bly finds its way into
the Caribbean writing of Brathwaite, Naipaul, Wdtcdlarris, Elision,
Lamming, and Wright.

Unit 1. George Lamming: Aesthetics of Self Recovern The Castle
of my Skin

George Lamming’$n the Castle of my Sk{1953) is to a great degree a
narrative that exhibits the quest for self recov@iye novel is couched
in the mold of bildungsroman or an autobiographlyisTis because it
relates the journey from infantile innocence of pinetagonist G to adult
awareness. It is instructive to note that the na\Es not only explore
the story of an individual childhood but also foesison the more
resounding intention of the insurrection of theocwhl grip in the
community that seeks to unskin the fragile cloakhildhood.

Lamming’s In the Castle of My Skinwhich suggesst the essential
outlines of the typical boyhood in a west Indianmeounity that is
growing painfully like four boys in the novel intpolitical self-
awareness; and his concern to suggest the compiéting in the
community at large, at times, takes precedence awgr notion of
fidelity to the boy’s consciousness.

In other words, the novel fictionalises the comnyisi quest albeit,
through an individual character desires to growhimitthe repressive
actions of colonial government. We found in Lamnsngovel, an
artistic portraiture of the locomotion; the phys$ieend mental of the
community conflated into the individual who seealute, out of the
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imperialist constriction of self-will and collecgvcultural sovereignty.
The autobiographical stature of the novel is hirged
Indeed, the book itself enacts a
similar dynamic: just as
G. seeks to develop a viable personal
identity amid the
confining restraints of colonialism, so
too does Lamming
seek a viable mode of cultural
expression amid a tradition
dominated by European models.
G. the fulcrum of narrativisation is
embroiled in a restrictive and frosty
colonial environment. This novel is
some  portraiture of  national
awakening in Barbados even as in
exile they recreate in their homes.

Lamming’s fiction weaves historical and social wghing of peasants in
Barbados specifically and blacks in general. G gfistic de-stasis is the
growth of West Indian society emerging from the ga slavery into a
society unburdened by freedom. In comparison, JsyRertrait of the
Artist as a Young Marmuns parallel to the character unfolding in
Lamming’s autobiographical fiction. The society ibhamming’s
narrative revolves around G. that represents a&goa transition and
the struggle for identity, history and race, matleious in the lives of
people Lamming tries to artistically reproduce. lnaimg’s G is molded
by experiences. These experiences are providekifoand his family.
Religion, the gang, school, the politics of thedjnand childhood as
Lamming shows are sad and insane for G.

The typical recognition of Mr. Slime as Black Jesus reflection of a
journey into the scriptural world of indoctrinatioklr. Slime is viewed
as “a kind of Black Jesus” (167). The establishnadrthe Penny Bank
and the friendly society contributes to the kinediaracter of the novel
as the people aspirations are shown in the pebfaat G.

Religion offers G’s criminality a sort of proteatioHe refuses the lure
of integration into the religious body. This bodgnadands that G takes a
new form. This scares him as their identity as toited by G is
repressive and he fears and reflects on the inuitatf rebirth in Christ.
Religion to the children is devoid of such deepemmitment in its
pragmatic nature but they soon come to the disgowtthe landlord’s
place. The party at which the landlord hosts theatate sailors is seen
by Boy Blue as the next word:

131



ENG 817 AFRICAN-AMERICAN & CARIBBEAN LIFHRIRE

...Is like a next world, the music an “the

drink and all than,

a particular way they hold on to one another

(In the

Castle, 173).
The awareness that occurs in landlord’s gardengbriiem into his
scheme. The prayer group that the boys refuseditobecomes their
hideout. They by this, reach the awareness of theiral roles they
take up but find the experience rather delighting ao thought ruse for
a change. By escaping into the prayer group, whatrhing re-echoes is
Karl Marx’s praxis “religion is the opium on the ss®s”. They through
this escape strife and suffering imposed on therthby will to inscribe
themselves to the zone of comfort that has elulkdecht

Religious identity as Lamming fictionalises is cbad in logical
statement. It is rather hypocritical to temporamgcape into religion
which falls short of permanent respite, solaceamnfort but reprieve for
only the moment.

In the Castle education of children does not incorporate thstony of
slavery. This stifles the child identity as he mlsibjugation without
guestioning it. This form of education affects thgrotesting child and
perpetually keeps him dependent without his serispecception for
freedom and independence shaped. It is instrutaeG is instigated to
stone the headmaster and becomes a hero. He cduisesut and his
innocence makes him confused and in the end, hettlaéget punished
and he does not complain.

In the Castle of my Skin and Ralph Ellisonisvisible Manis both a
bildungsroman and kuntlesroman. These novels titaeedevelopment
of individuals from innocence to awareness andgtiogvth of the artists
through apprenticeship to vivid manifestation ofeith creative
dimension.

Lamming very much like James Joyce’sRortrait of the Artist as a
Young Man,borrows the device of the epiphanies. An epiphaay h
three dimensions and therefore calls for a transition. Atherton avers
that, “an epiphany is that moment when a thing gaignificance”. It
could perhaps, be when a person made remark wisphags his true
character when he is as we say “gave him away”.

In another sense it may suffice a sudden realizato revelation
unpremeditated which as Gerald Manly Hopkins sedseth one part of
the veil shrouding the mystery of the world wasdardy drawn aside
for a moment, and the true meaning of an objectated....” (quld in
Atherton XII).
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In Christian belief, it is the period when God nfiests himself: the
epiphanies in the novel are however more of groxgmpeeences than
personal ones. Lamming’s G’s transforming knowledgs realisation
of his identity stem from Boy Blue, a member of lyang at the
moment, of his expansion to the development of am&ss in
individuals, Boy Blue has it that:

You never know as you yourself say when

something go off pop in your head and you

ain“t the same man you think you were, you

start to do and say things which you know is

true but it seem it aitt you doing and saying

them... A thing goes off your head pop pop,

ari yours a different man. You dinthe

same sort of person everybody is. You start

to feel that therés nobody like you, | ddit

mean that yotl get great, and déh want to

speak to anybody. | dshmean that at all. |

mean yolill get the feeling there afbno

other man like yourself, that you is you, so

to speak, on there c&rbe any other you.

You start to believe you see things nobody

else sees, and you think things nobody else

think, and that sort of thing can take you far,

far; boy, Yourll get so lonely it would be a

shame...(142 to 143).

Boy Blue’s explication of the paradoxical brinetadnsfiguration which
alters one’s identity permanently is so apt. In Biye’s long talk, the
journey motif, the transmutability of identity umding through the
phases— childhood/innocence to adulthood/matwsitgsonant.

His discovery of his own identity as he furthertBicomes from what
his mother earlier told him about the need to dgvélis own mind. It is
instructive that G discovers his own identity thygbuthe experience of
the buried pebble. Boy Blue and G’s mother put loimthis path of
retrieval of self.

The pebble is a representation for distinct indraiity or the self. The
buried pebble depicts the loss, the change angliasing off of the old
self for the present awareness of the “new” metammsed self. The
pebble brings to resolution the conflict G feelgnfr within, about his
journey away from Greighton to Trinidad. The burigpebble is
connected to the hero’'s endurance of Trumper's rdema and
movement into America, while Boy Blue and Boy remeu the village
to join the police force.

What symb
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olises the different directions is the disappeagaoicthe pebble which
further hints at the brevity of the gang. The twabs, intercourse in
Lamming’s fictional universe acquire a heightenagnigication. It
unwittingly questions human institution of marriage disrupting the
natural flow of human life. Marriage is seen asufiat with hypocrisy.
Crabs as against Bambi and Bamina affair stands r@$erence point.
For the crabs evince “absolute togetherness”. iBha iconic mockery
of social hierarchy that exists in the West Indsotiety. Apart from
coming to terms with their society, the boys nowdenstood the beauty
of crab’s eyes from the outside:
“We would find no colour for the eyes. They
were so
pretty. Not ready. Not red or green...”(128).

What this serves to suggest is that the scale avareness has fallen
off their eyes and the resultant effect is a vissbbeauty in objects
surrounding them. This illustrates that Red Indis@s beautiful things
if their mind’s eyes are not shut to see the pleiisea sordid
environment of repression of self will. G. percei\vgenew identity in
Trumper when he returns from America. This feelmakes him
anticipate the privileges of adult life. Trumpeveals the rather
transformational exigency of his journey to Ameriaéere he seeks
self-discovery:

.My people,” he said again, or better, my race. ,Twas in

the states | find it, anl “m gonna keep it ,til my kingdom

com. ... if there be one thing | thank America for, she
teach me who my race was. Noumnl never going to lose
it: Never, Never!” (295).

Trumper’'s self-revelation and re-phrasing ideniitypose don G the
longing for exile as exile comes with cryptic faetss of refinement and
stability in the character of Trumper. The comma@amahminator in the
foregoing character analyses is a motion from ience to self -
awareness.
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Ralph Ellison

The Ironical Trajectory of Self-Abstractism to SelfFReformation in
Ralph Elison’s Invisible Man

The novellnvisible Manis mapped into twenty five chapters with a
prologue and an epilogue. It chronicles the ptalspsychological and
spiritual journey of an unidentified African Ameaic youth from the
cloud of innocence to the light of discovery. Thaventure of self-
configurative motif of the novel is orchestrated the existentialist
pursuit of inscribing self-essence and attainingotkness in the midst
of a society that questions the humanity of thecBiaan. Trumper
reveals the rather transformational exigency ofjtisney to America,
where he seeks self-discovery:

.My people;* he said again, or better, my

race. ,Twas in

the states | find it, &nl“m gonna keep it ,til

my kingdom

com.”... if there be one thing | thank

America for, she

teach me who my race was. Novwl never

going to lose

it: Never, Never!” (295).
Trumper's self-revelation and re-phrasing ideniitypose don G the
longing for exile as exile comes with cryptic faefss of refinement and
stability in the character of Trumper. The commenaminator in the
foregoing character analyses is a motion from ience to self-
awareness.

Its complex, time, structure, spacious setting,
anonymous

ethnic hero, allegorical and ethnic
characters, ironic

theme and ceremonial use of varieties of
language all

suggest that Ellison (1965) has drawn on
Afro-American

folklore...and the epic tradition to render his
double vision

of America (194).

The nameless protagonist is symbolic and it appnaies to one whose
other worldview and pernicious deeds strip him a humanity.
Everyman is a matter; occupies as such a spacermmmanly turns on
Ellison’s concept of invisibility if the human esge is impugned like
the main character that synedoches black anonyimity world where

135



ENG 817 AFRICAN-AMERICAN & CARIBBEAN LIFHRIRE

the white man is the “visible”. Invisible, in a pegtive sense, gravitates
to the reader as the quintessence of Wolfgang Voetle’'sWilhdom
Miester relates the character's progressive education from
apprenticeship through journeyman-ship towardsideal of “mastery”
that manifests up in his name. It is thus pertiner@xamine the novel as
chronicling the de stasis and kinesis of life frammocence through
knowledge. It is a panoramic exposition of the quefsthe young
blackman to attain recognition in a harsh climatedlewning of self-
image. As Raji-Oyelade (1993) contends, Ellisoaysglthe question that
forms the idea of the novel as the life changingsgalities of man;
these questions are:

How does one in the novel (the novel which is aknadr

art and not a disguised piece of sociology) perstle

...reader to identify that which is basic in man bayall

differences of class, race, wealth, or formal etlan&

How can one give the reader that which we do have i
abundance, all the countless untold and wonderful
variations on the themes of identity and freedom,

necessity, love and death, and with all the myspery

personality undergoing it with endless metamorphosi

The novel attests to ironical plot unfolding. lughrests on the epic—
oriented media with a moving reminiscence of thet jventy years.

The story of unidentified author takes the readwough a tortuous

macabre of life as experienced by the narrator.nidreator eases us into
ironical portraiture:

| am an invisible man. No, | am not a spook like
those

who haunted Edgar Allan Poe; nor am | one of
your

Hollywood movie ectoplasm. | am a man of
substance, of

flesh and bone, fibre and liquids and | might even
be said

to possess a mood. | am invisible; understand,
simply

because people refuse to see me (1).

The notion of invisibility as inferred is not théte character is a ghost
as he possesses all the human possibilities, @ilysrooted but absent
in the eyes of teeming racially biased others. Way, it is apparent that
the invisibility is artificial and largely a soclgl constructed one;
contrived by politics of identity-racial segregatidn the prologue, we
have the end of the protagonist that begins inesarthe story and the
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epilogue as the beginning. He provides the raterfiat this distorted
guotient of plot:
In spite of myself, ‘lve learned something.
Without the
possibility of action, all knowledge comes to
one labelled
“file and forget”, and | can neither file not
forget (Invisible
Man, 467).

His learning or awareness, albeit, starts in th& tthapter of the book
where the narrator is a Greenwood in the South. Adreator begins
earnestly in telling his panoramic story with thesertion that he is an
invisible man. His invisibility, he clarifies, isoh a material one; he is
thus, not literally invisible, but is rather invglity, perhaps, of self in a
world that considers him insignificant and shrurikiradividuality. He
says that his invisibility accrues some benefiita. He has been hiding
from the world, living underground and stealing ctllieity from the
Monopolated Light and Power Company. He burns 1,@§® bulbs
and on the same breath, listens to Louis Armstighat Did | Do to
Be So Black and Blue on a phonograph. He says likahas gone
underground in order to write the story of his ldied invisibility. As a
young man, in the late 1920s or early 1930s, theatw lives in the
South. Being a gifted public speaker, he is inviiegjive a speech to a
group of important white men in his town. The marlyocompensate
him with a scholarship to a prestigious black aplebut only after
subjecting him to a humiliating duel in a “royalttbe’ in which he is
made to fight other young black men all blindfolde boxing ring.

After the royal battle, the white men force the ywuto scramble for
fake coins on an electrified rug. They are deligrds the boys moans of
pain. The narrator in his dream figures that hisotrship is actually a
piece of paper reading “To Whom It May Concern .. Keep This
Nigger-Boy Running.” At the college, the narratesténs to a long,
impassioned sermon by Reverend Homer A. Barbeehersubject of
the college’s Founder that the blind Barbee adslatepoetic language.
After the sermon, the narrator is chastised bycthikege president, Dr.
Bledsoe, who has learned of the narrator’s escapaik Norton at the
old slave quarters and the Golden Day. Bledsoekesbthe narrator,
saying that he should have shown the white mamadealised version
of black life. He dismisses the narrator, givingnhseven letters of
recommendation to the college’s white trusteefNiew York City, and
sends him there as he seeks a job.

The narrator travels to the bright lights and lusif 1930s Harlem,
where his effort at getting a job proves abortividhe letters of
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recommendation do not bring him any employmentlast, the narrator
goes to the office of one of his lettémddressees, a trustee named Mr.
Emerson. There he meets Emerson’s son, who operisttar and tells
the narrator that he has been betrayed: the Idttars Bledsoe actually
portray the narrator as dishonourable and unreiaflhrough the
assistance of the young Emerson, the narratorggsteall wage job at
the Liberty Paints plant, whose trademark colodfigtic White”.

The narrator temporarily assists Lucius Brockwég black man who
makes this white paint, but Brockway suspects that narrator is
involved in union activities and turns on him. Tia@® men fight as they
abandon the paint-making; consequently, one ofutmettended tanks
explodes, and the narrator is knocked unconscidbe narrator is
roused to life again in the paint factory’s hospiBuring his black out,
he loses his memory and capacity for speech. Theewloctors seize
the arrival of their unidentified black patient a;m opportunity to
conduct electric shock experiments. After the narreecuperates with
memory restored in the hospital, he collapses an dtrieet. He is
consequently taken to some black community memtoetse home of
Mary, a kind woman who lets him live with her foeé in Harlem and
helps him to develop his sense of black heritage.

One day, the narrator witnesses the eviction oélderly black couple
from their Harlem apartment. Standing before thewck of people
gathered before the apartment, he gives an impass$ispeech against
the eviction. Brother Jack having observed his lipgaprowess; his
speech offers him a position as a spokesman forBtie¢herhood, a
political organization that allegedly works to heljne socially
oppressed. Initially rejecting the offer, the ntoraakes the job in order
to reward Mary for her hospitality. But the Brotheod insists that the
narrator takes a new name, breaks with his past,naoves to a new
apartment. The narrator is inducted into the Bndtbed at a party at the
hotel and is placed in charge of advancing the gjsogoals in Harlem.
On completing his education in rhetoric with a whihember of the
group named Brother Hambros, the narrator goes herav he is
assigned to work in Harlem. There, he meets theld@mme, intelligent
black youth leader Tod Clifton. He also becomesmate with the
Black Nationalist leader Ras the Exhorter, who @@gothe interracial
brotherhood and believes that Black Americans shaldmand their
rights over and against all whites. The narratdivdes speeches and
becomes a high-profile figure in the Brotherhood.rdlishes the task.
One day, however, he gets a note warning him teneler his place as
a black man in the Brotherhood.

Not long after, the black Brotherhood member BrothErestrum
accuses the narrator of trying to use the Brothmahto propel a selfish
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desire for personal distinction. While a committdethe Brotherhood

investigates the charges, the organization mowesdénrator to another
post, as an advocate of women’s rights. After heegia speech one
evening, he is seduced by one of the white womeneagathering, who

attempts to use him to the | lure of her sexualasies about black men.
Later, the Brotherhood sends the narrator back aderh, where he

discovers that Clifton has left. Many other blackmbers have left the
group, as much of the Harlem community feels thatBrotherhood has
betrayed their interests. The narrator later reeotsnwith Clifton on the

street where he sells dancing “Sambo” doll; dohsttinvoke the

stereotype of the lazy and obsequious slave. @Glifggparently does not
have any license to sell his wares on the streéitd/policemen accost
him and, shortly after some arguments, he is skatldas the narrator
and others look on. In his arrangement, the nartaidertakes a funeral
for Clifton and gives a speech in which he portraigsdead friend as a
hero, galvanizing public sentiment in Clifton’s taur.

The Brotherhood shows displeasure at him stagiagfuheral without
permission, and Jack harshly castigates him. A& dacts about the
Brotherhood’s ideological stance, a glass eye fatism one of his eye
sockets. The Brotherhood sends the narrator baBkdther Hambro to
learn about the organization’s new strategies irid#a

The narrator leaves one definitely feeling furiarsl anxious to gain
revenge on Jack and the Brotherhood. He arrivé$antem to find the
neighbourhood in ever increased agitation over resations. Ras
confronts him, deploring the Brotherhood’s failut@ draw on the
momentum generated by Clifton’s funeral. Ras sdmslsnen to beat up
the narrator, and the narrator is forced to disghisself in dark glasses
and a hat. In his dark glasses, many people omstteets mistake him
for someone named Rinehart, who seems to be a fiogkie, lover,
and reverend all at once. At last, the narratosgoeBrother Hambro’s
apartment, where Hambro tells him that the Brotbedhhas chosen not
to emphasize Harlem and the black movement. Hecalideclares
that people are merely tools and that the largderasts of the
Brotherhood are more important than any individiRécalling the
advice given to him by his grandfather, the narradetermines to
undermine the Brotherhood by seeming to go alongh vihem
completely. He decides to flatter and seduce a wortase to one of the
party leaders in order to obtain secret informaatout the group. But
the woman he chooses, Sybil, knows nothing abauBtiotherhood and
attempts to use the narrator to fulfill her fantadybeing raped by a
black man. While still with Sybil in his apartmefiie narrator receives
a call asking him to come to Harlem quickly. Thearator hears the
sound of breaking glass, and the line goes deadrkiees in Harlem to
find the neighbourhood in the midst of full-fledgedt, which he learns
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was incited by Ras. The narrator becomes involvedeiting fire to a
tenement building. Running from the scene of theer he encounters
Ras dressed as an African chieftain. Ras callstier narrator to be
lynched. The narrator flees only to run into twdigamen, who suspect
that his briefcase contains loot from the riots.

In his attempt to evade them, the narrator falle&ml@ manhole. The
police mock him and draw the cover over the manholee narrator
says that he has stayed underground ever sinceentieof his story
marks its very locomotive beginning. He states tieafinally has come
to the decision that he must honour his individaamplexity and
remain true to his own identity without sacrificihgs obligations to the
community. He says that he finally feels ready ¢one out from the
underground.For the most accounts of the plot meverof the novel,
the reader negotiates a symmetrical movement abl#io& protagonist
does in his confirming self —negotiation until aven identity and
awareness suffices. (91).

Unit 2: Richard Wright
A Synopsis on: Quest for Distinct Identity in Richad Wright's
Black Boy
Richard Wright was the grandson of former slave® wlas born on
Rucker plantation in Dam County, Mississippi in 898Vright grew up
in a poverty stricken environment. He was enrolidpublic high
school. His first story is entitled the Voodoo oélFs Half Acre which
was published in Southern Registers local newspdpeed Club, the
group he joined in 1933 played a significant rofe his literary
achievements. The publication of Native Son in 13bBught him
recognition as a significant voice in African Angan prose tradition.
Black Boy subtitled American Hunger is an autobaggrical recreation
of Richard Wright's childhood and young adulthobte informs us of
the background of Black Boy:
| wrote the book to tell a series of incidents
strung
together through my childhood but the main
desire was to
render a judgment on my environments
because | felt the
necessity to. That judgment was this: the
environment
the south creates is too small to nourish
human being...I
wanted to lend, give my tongue to the
voiceless (3).
It is apparent that Wright fulfills the idea thatiters are the chroniclers,
the visionaries, the mirrors, seers through whiotietal injustices are
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recreated for corrective purpose. Ellison who iselved to have been
inspired by Wright also attests to the self-navetthat Black Boy
typifies. The novel is structured into, "SouthermgiN detailing his
childhood in the south” and "The Horror and the rlqwhich as well
reflects his early adult years in Chicago).
The novel starts with a four-year-old Wright sadtirfire to his
grandmother's house and continues in it. Wrightars unusually
inquisitive child, living in an environment of sttj religious women and
edgy irresponsible men. His recalcitrant natureasimmally puts him in
trouble; he recalls the day, and he gets beatenile®s by his mother:
| was lashed so hard and long that | lost
consciousness. |
was beaten out of senses and later found
myself in bed,
screaming, determined to run, and tussling
with my
mother and father trying to keep me still (BB
4).

He is shown to get easily upset with everythinguatbhim; he settles
for reading instead of playing with other childreand rejecting the
church in favour of a life of atheism at a young .age feels even more
withdrawn as he grows older and comes in contath vénse racial
violence of the 1920s south. He does not only ftndnjust but he is
especially bothered by whites' and other blacksirdeto stifle his
intellectual hunger and his will to configure fanmha distinct identity.
The mother’s frequent illness makes the orphanag®meha second
shelter for Richard. While he still likes his matlveho genuinely loves
him he reserves some shade of hatred for his fathem he views as
morally decrepit and irresponsible. We catch a g

Again | was faced with choices | did not

like, but | finally

agreed after all, my hatred for my father was

not as great

and urgent as my hate for the orphan

home... (27).

After his father abandons the family, young Wrighttaken back and
forth among his sick mother, his extremely religiaggrandmother, and
various aunts and uncles. This phase of his ligp@res him for a more
conspicuous awareness of his society. As he faragshe white world
to find jobs, he encounters growling racism anddiruiolence, which
has a permanent scar in his psyche forever. Thdyfagones through
frequent hunger. They have always perceived théhras a place of
opportunity; so as soon as they can gather togetheugh money,
Richard and his aunt went to Chicago and pledgeritoy his mother
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and brother. But before Richard can go to Chichgotakes to stealing
money and lying.

Most times he must do things he does not want tind® bid to find
meaning in a supposedly meaningless and sufferagght life. He
finds the north less simmered in racial discrimmrathan the south: this
becomes a reassessment of his ideas about Amescarpatterns. He
gets into many jobs and these fetch meagre earnkhgscrubs floors
during the day and settles down with Proust andicaégournals by
night. His family still lives in great need, powedtill looms large upon
this, a stroke cripples his mother, and his reéatigonstantly eroded his
mood. They upset him always particularly about dtiseism and his
unnecessary reading.

He finds a job at the post office and meets whienmwvho share his
sentiment of the world and religion in particul@hey invite him to the
John Reed Club which is founded to promote theanrtssocial change.
He becomes involved with a magazine called LefteSiHe slowly
becomes immersed in the Communist Party, organigsgriters and
artists. At first, he sets his mind in connectinghvacquaintances within
the party, especially among its black members,heutinds them to be
just as livid to cause change as the southern svhiiehad left behind.
The communists fear anyone who questions theirsidea as a result,
they soon disregard Wright, who has always beelinga to question
and speak his mind. When he tries to leave the/phé is accused of
trying to lead others away from it. After he enctus the trial of
another black communist for counterrevolutionarytivity, Wright
decides to abandon the party. He was still seera agetractor in
communism, and party members threaten him away frarous jobs
and gatherings.

Nevertheless, he does not square up with them bedai believes they
are in a sense driving towards unity, tolerance agdality which he

sees as ideal. He eventually rationalises the gaegiained reformer’s

ideals and finds writing as a tool for the revadu@ry changes for he
firmly believes that everyone has a "hunger" fée lihat needs to be
filled, and for him, writing is his way to the humaeart.

His self-chronicle comes on the heel of ambivalemdes of identity.

The repatriation he undergoes brings him to theialartistic armoury,

a tool for identity reconfiguration and satiric pei
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Unit 3: Edward Kamau Brathwaite

A Synopsis on Creolisation and Calibanisation : A [Inguistics
Aesthetics in Edward Kamau Brathwaite’sThe Arrivantsand X/Self

Brathwaite’s linguistic aesthetics involves himanwriting strategy of
‘replacing language’ that is central to the underding of colonial and
postcolonial literatures. ‘Language is a fundamiesite of struggle for
post-colonial discourse’.The editors e Post-colonial Studies Reader
state, ‘because the colonial process itself beginanguage™ 9. The
same authors note in their earlier study)e Empire Writes Back:
Theory and Practice in Post-colonial Literaturethat ‘the crucial
function of language as a medium of power demahas gost-colonial
writing define itself by seizing the language oé ttentre and re-placing
it in a discourse fully adapted to the colonisedcpl10. The key
strategies for doing this are the interrelated @sses of abrogation and
appropriation. Abrogation refers to the rejectidrntle language of the
centre (i.e. London, England) as a normative cacapd therefore
consciously disturbs the boundaries between seddihguistic purity
and impurity. Appropriation assumes that all largguas more or less
riddled with impurities, and therefore sanctionsd atlescribes- the
postcolonial writer’'s assimilation and adaptatidrtlmse aspects of the
language and culture of the centre that are magtuufor the formation
of new identities in the formerly colonised plade.the postcolonial
literary text this effects a ‘re-placing’ of langiea in order to usurp
socio-cultural power from the centre, and equathportantly to offer
the possibility and conditions for an effective fwogonial voice to
emerge. As Ashcroft, Griffiths and Tiffin discovesne of the central
paradoxes faced by the postcolonial writer is f@blem inherent in
using a language while trying to reject the paficuvay of structuring
the world it seems to offer’ (Ashcroft, Griffiths &iffin, The Empire
Writes Back p.48). Of the writers in this study, it is Edwaké&mau
Brathwaite and Wilson Harris who are most troultgdtheir use of a
language that both is and is not theirs. For Bratteythis dichotomous
relation to language is central to his poetry. Bnatite’s poetry from
The Arrivants(first published as a complete trilogy in 1973)X(5elf
(published in 1987) consistently stages a linguigterformance that
foregrounds the poet’s troubled relationship to Emglish language. In
the former, this linguistic performance most imnagelly arrests the
Western reader in its use of rhythm, as the remsdeansported from the
cultural and spiritual landscape of the Black dasp to the
‘soundscape’ and ‘wordscape’ of the poem10 11.HBvaite’s inventive
use of African and Afro- American musical rhythnmsTihe Arrivants
provides a musical accompaniment to the poetrytights , to place the
poems within a specific cultural context and empess the
performative aspect of the trilogy. It also comgplwith Brathwaite’s
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own notion of a ‘jazz’ aesthetic at work in Caribbditerature, which is
most readily seen in his essay ‘Jazz and the Weksarn Novel'12. As
the elements of this aesthetic suggest, this Isiguperformance also
takes the form of a deliberate play with languddee Caribbean poet of
The Arrivantsis a ‘word-breaker’ and ‘creator’ (A, p.167), wieos
linguistic fragmentation and experimentation neidats the reader to
take a new look at the Caribbean region and itabitAnts. Central to
the thematic drive of the trilogy is the need toogfate and appropriate a
language capable of properly naming Caribbean expex. The
development of this proposition can be tracked ubho the poem
through the performance of a variety of voices. lEaepresents a
separate aspect of the Black diasporic experiesnog,each contributes
to the eventual emergence of the poet’s voice. b\@e the many
voices of The Arrivantsdo not simply interact with one another
internally, that is within the confines of this peunlar text. They also
participate in the performance of later utterandasdoing this, they
establish themselves as ‘links in a continuous rchaf speech
performances’ (MPL, p.72) in which Brathwaite cons to interrogate
the nature and implications of language use forGhabbean poet and
his readers. Brathwaite’'s linguistic performanceconporates a
movement from créolisation to calibanisation, ia #ense that while his
approach to language has always been informeddojt@ral process of
material, psychological and spiritual intermixtued changel3, in his
most recent work this has resulted in a more dicecifrontation with
the perceived signifiers of English cultural amggliistic dominance.
Brathwaite’s linguistic créolisation is now also gerformance of
linguistic calibanisation, in which the curse tHatguistically binds
Caliban to Prospero is evaded through the potemnttatvention of a
previously submerged mother (Sycorax) and the rergemce of a
submerged language.

Edward Kamau Brathwaite’s linguistic performanca ¢e read in the
light of Mikhail Bakhtin’s approach to language @eely because
Bakhtin’s understanding of language, discourse #mal utterance is
similarly based on a notion of linguistic perforrsan Simon Dentith
makes this point when he notes that for Bakhtin amenbers of his
intellectual circle (and by extension their reajleithe key move is to
take as your starting point language in use ratiar language as a code
or underlying system’14. This is suggested on alvemof occasions in
Bakhtin’s monographs and essays, though for thepgsaés of
illustration one might most readily refer to thpeaing of the fifth
chapter of Bakhtin’s study on Dostoevsky and thenopg of his 1934-
35 essay, ‘Discourse in the Novel'. In the forntgakhtin states that the
term ‘discourse’ signifies ‘language in its coneréving totality’ (PDP,
p.181); whilst in the latter, he notes that ‘verd@course is a social
phenomenon- social throughout its entire rangeiaméch and every of
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its factors, from the sound image to the furthessiches of abstract
meaning’ (DN, p.259). Consequently, whilst the lirggics of the early
decades of the Twentieth century was dominated ussiR by the

teachings of Swiss linguist Ferdinand de Saussiirés clear that

Bakhtin and his ally and friend Valentin Voloshinovere both

concerned to propose a sociological approach gukage.

This closing phrase is perhaps Brathwaite’s mostisgt expression of
the positive effects of a process of linguistic otisation within
Caribbean society. In no small part this reflecte tfact that
Brathwaite’s New World trilogy was written at thanse time as his
doctoral study on creole society in Jamaica inl#te Eighteenth and
early Nineteenth centuries. For a large part of werking life
Brathwaite has been a historian by profession, ghatiseems safe to
argue that his scholarly and creative careers ecessarily intertwined.
In particular, Brathwaite argues irthe Development of Creole Society
that contemporary Caribbean society can only beeytg understood
within the framework of the acknowledged and itligrocesses of
acculturation and interculturation that were in r@gpen during the
colonial period. The effects of this intermixtureanc be recorded
throughout all areas of social interaction. Mostafically though, in
the context of linguistic performance this allowsaBwaite to claim
that: ‘It was in language that the slave was peshapst successfully
imprisoned by his master, and it was in his (mse)wf it that he
perhaps most effectively rebelled’ (BrathwaitEhe Development of
Creole Societyp.237). Such a framework of imprisonment, use and
misuse and rebellion clearly recognises the faatt diuring the period of
slavery and the plantation system in the Caribbkaguistic encounters
between master and slave were far from benignraffeiowever, while
language may have been the means through whichesslavere
socialised and normalised into the structures ateskociety, it also
provided the best means through which social, wiltand linguistic
dominance could be challenged and brought intotopresrhe linguistic
encounter provides the opportunity for the slavednsciously position
himself in relation to the words of another (thested), and through his
use and misuse of his master’'s language to assandapropriate and
abrogate those words to his own intentions. Of s®urjust as
Brathwaite calls for the acknowledgement of histalri continuities
between the colonial period and the present, sattooght be argued
that the language of contemporary post-independe@egibbean
literature can be read as a creolised languageséedss to perform an act
of linguistic rebellion.

Edward Kamau Brathwaite’s rebellionTine Arrivantghematically and

formally depends upon a notion of linguistic penfiance, and it is in
the poem’s rhythms that this is most immediatelglent. ‘Rhythms are
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crucial to the poem, Louis James writes in hisieewv of Rights of
Passage ‘that is why it must be read aloud, and why m&uwopean
readers without ears tuned to Caribbean cadeneeda@ind to find
passages flat and crude’ (JameRights of Passage4l). James is
certainly correct in his opening statement, thohighclosing assessment
is perhaps questionable. For, whilst the ears‘Blusopean reader’ may
not be finely timed to a Caribbean wavelength,ould nevertheless be
a resistant reader who does not recognise the tieemmgortance of the
poem’s rhythms from the outset.

Brathwaite’s trilogy opens with a poem, ‘Prelude’,which the words
themselves act as instruments of dislocation andbdésation as the
reader is thrust into an unnamed landscape on ahgewof extinction.
With monosyllabic doom the opening lines estabéisense of language
being stretched to its naked simplicity as imagdsskavery are
juxtaposed with a desperate plea for individual eochmunal salvation
to be found in linguistic creativity:

Drum skin whip
lash, master sun’s
cutting edge of heat, taut surfaces of things
I sing
| shout
| groan
| dream
about (A, p.4)
In his magisterial study of BrathwaiteArrivants, entitled Pathfinder:
Black Awakening in The Arrivants of Edward KamauatBwaite,
Gordon Rohlehr describes this poem as ‘a genetabdaction and
overture to all three books’17. He notes too tiit the drum is the
major word, theme and symbol of the trilogy. Theirdr‘begins and
ends each work, and is the Alpha and Omega of ®atd’'s new
poetry. The drum is associated with a principlertofthm, sound and
music that simulates the tones of speech.

Brathwaite’s rich use of a variety of sources taphhis poetic vision,
suggests an intense endowment of linguistic inggrand aesthetics in
his literary profession, as this is glaringly evnded in the performative
nature ofThe Arrivantsin one sense, this clearly involves an allusion to
actual musical, verbal and literary performance.wklger, it also
involves a performed positioning of the poetic tbwth culturally and
socio-historically.

In the dialogic relation between ‘The Dust’ and S¢ifs Xth Letters...’
it might then be suggested that the ending of dmmér is ‘introduced
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directly into the context’ of the latter, and tlla¢ words themselves ‘act
as representatives of the whole utterance’ (that ais links to
Brathwaite’s discourse on ‘dust’). ‘X/Self s Xth tt&rs...” response
places these other utterances in a new literaryeggnand seeks to
appropriate and assimilate those other meaningsntions and values
to a new artistically expressed point of view. Mggecifically, ‘X/Self s
Xth Letters...” shifts the assertions ®he Arrivantsinto the poetic
context of a more overt and self- conscious congceith linguistic
creativity and the material process of writing.itBelf this suggests that
the more direct linguistic rebellion of ‘X/Self gtXLetters...

arises out of the marriage of thematic content g@oetic style.
However, it could also be related to a more gersidd in Brathwaite’s
style which itself reflects the recent emergenceaaf increasingly
critically aware post-colonial literature. This cga@rhaps be attributed to
the fact that contemporary Caribbean literatur@ds into its second
and third generation of writers, and therefore adsing a very different
kind of (critical) readership than it was in theb0% and 1960’s.

Constructed in the form of a letter that X/Self eedes to his mother,
the poem’s main thematic and stylistic focus iseoagain the concrete
acquisition of language. This is made clear indpening lines of the
poem as X/Self exclaims: ‘Dear Mamma // i writinuydis letter/wha? /
guess what! pun a computer o/kay?’ (X/S, p.80).nfrihis alone a
number of significant implications can be drawn.ditis clear that
Brathwaite uses certain conventions of letter-wgtin order to start and
structure his poem. Yet, X/Self s letter is noetdr in the traditional
sense. It also incorporates a sense of directrantediate response to an
unheard and unwritten voice. The ‘wha?’ here isftist indication of
this, and it is followed by a number of other qumst: ‘say what? / get
on wi de same ole // story?’, ‘since when i kirype?’, ‘why i callin it
x?’ and so on. Collectively these suggest thatpitesence of X/Self s
mother lies in the background of his utteranceal#o indicates the
extent to which Brathwaite’'s poem exists on the rizuy between
speech and writing, and therefore seeks to quegtienestablished
hierarchy between the two. Brathwaite’s language liserary language
but it also emphasises the sound of the voiceptakand aural. X/Selfs
excitable ‘guess what! is one instance of this.e Tgrammar and
orthographic presentation of dialect or nation-lzage is another aspect,
whilst the fragmented presentation of the wordshenpage also further
demonstrates the basic orality of the poem. Thek-BEsh before
‘wha?’ and ‘kay?’ in the opening lines adds a sHmut nonetheless
decisive pause that in turn results in extra intional stress being
placed on the words following. X/Self s active tigla to language takes
account of his possession of a computer, and tvg imstrument of
expression also determines the style of X/Self wramce. The
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presentation of the language of the poem givesint@ession that
X/Self is acquiring and learning, using and misgsia new language in
the process of writing his letter. Most directle ktates at roughly the
mid-point of the poem: ‘is like what i tryin to geeh & / seh about
muse/ // in computer & / leamin prospero linguagétég’ (X/S, p.84).
For X/Self the computer represents the (ambivalgntjnacle of
technological and historical achievement in the ¥Vas he reflects: ‘a
doan know how pascal & co/ / bait & apple & cogit@o sum / come to
hinvent all these tings since // de rice & fall@mman empire’ (X/S,
p.82). X/Selfs possession of the computer signiiiesnvestment in the
history and language of the West. Yet, his userarslise of it signals
an appropriation of the communicative capabilitiespresents for other
purposes and alternative intentions. Thus, far foeimg imprisoned by
the language and logic of the computer, X/Self aotes his letter with
an indication of rebellion and liberation:
yet a sittin down here in front
a dis stone face/eeeelectrical
mallet into me fistchipp/
in dis poem onta dis tablet chiss/ellin darknessmin light
like i is a some/ is a some/ is a some
body/ a x
pert or some
thing like moses
or aaron
or one a dem dyaaam isra lite (X/S, p.87)

Here, X/Self s language is shown to be both fragargrand prophetic.
The passage is characterised by a combination ohavealar
orthography (i.e. dis, writin, dem dyaaam etc.) &nguistic x-plosion,
according to which, words are stretched, broken rapeated. X/Self s
writing on the computer screen is also figuredeins of the writing of
Biblical laws on tablets of stone, therefore emygiag the depth of his
rebellion. The shift from ‘chiss/ellin darkness’ ‘wwritin in light' also
marks a shift in the very notion of the poet’s itignas X/Self. The
name or title of X/Self might signify a crossingtoaf the Caribbean
poet’s identity, that is the figuring of the postan other/self, a non/self,
a nobody. Yet, in this extract the poet is ableteotatively identify
himself as a somebody, whilst at the same timdnieta the inherent
and elusive otherness symbolised by ‘X’ (i.e. an/“pert’). This
probative assertion of identity is at first sighsaurce of anxiety for
X/Self, as he asks his moth®vhy is/dat? //what it/mean?ut, in their
allusion to the prior linguistic performance of §ust’ these closing
lines may also signify the rebellious intent oSXIf. In the language he
adopts X/Self s performed utterance is certainighlyi stylised and
firmly located in an ultra-modem world of comput&chnology, but
these closing lines also indicate that the purpogemeaning of what he
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Is ‘tryin to sen/seh & / seh about muse/ // in catep & / leamin
prospero linguage & ting’ shares vital points ohgection with a folk
language of the oral tradition in which the Afric@nesence in the
Caribbean is intimately felt.

Unit 4: V.S. Naipaul

A synopsis on: Representation of Authority and Autlorship in V.S.
Naipaul’'s The Enigma of Arrival

Naipaul’s cultural and historical dissociation frahe Caribbean is seen
in the ironic detachment of his early Trinidadiaovels, in the
exploration of a more universal dislocation anduwrall disorder in the
works of his mid-period, and in his re-examinatmhis own writing
self in his most recent books. It is also immedyagxident in the titles
that Naipaul has given his books, which containhbatyearning for
fixity and arrival (e.g.A House for Mr Biswas, A Flag on the Island,
Finding the Centre, The Enigma of Arrival, A Wayhe World),and an
undying sense of statelessness and loss Aa.dArea of Darkness, The
Loss of El Dorado, In a Free Statéjis concern throughout is with the
guestion of how the experience of the rootlessviddal can be written.
In his most recent work Naipaul's textual travelavé become
intimately linked to his own journey, his own ligad his own arrival as
a writer. InFinding the Centre, The Enigma of Arrivahd A Way in the
World, Naipaul suggests that only in the process of coostrg the
narrative of his writing self can the writer coneea new understanding
of his rootless existence. ‘Half a writer's worlk\aipaul argues in
‘Prologue to an Autobiography’ (the first of theadwarratives that make
up Finding the Centre)js the discovery of his subject’:

And a problem for me was that my life had
been varied, full of upheaval and moves:
from my grandmother’s Hindu house in the
country, still close to the rituals and social
ways of village India; to Port of Spain, the

Negro and G.l. life of its streets, the other,
ordered life of my colonial English school,

which was called Queen’s Royal college;
and then Oxford, London and the freelances’
room at the BBC. Trying to make a

beginning as a writer, | didn’t know where to

focus.8
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Recognising the importance of his past as a mehnaderstanding his
identity as a writer, Naipaul pays due regard herehe important
Indian, Caribbean and English aspects of his backgt that have each
contributed to his writing personality. He also macWledges the
difficulty of bringing these together in the eamhoments of his writing
career. In his effort to find some kind of equilibn between each of
them as he enters maturity, Naipaul offers thes@ltural) reader an
intriguing example of the complex cultural negoties made and
remade by one writer over the course of nearly fyiears of literary
production. In response to this, the Indian criBara Suleri most
pertinently asks of ‘Naipaul’'s Arrival’: ‘what unsgp commerce can be
established between the post-colonial and the m#ritwhich imperial
gestures must such a writer perform, before hededineate the relation
of his language to the canon of fiction written English?* 9.
Appropriating the material reality of empire andde to the sphere of
literary discourse, Suleri asks her reader to dmmswhat kind of
negotiations the post-colonial writer (i.e. Naipalhs made throughout
his career in order to reconcile the notions ofstpmolonial’ and
‘writer’. What is the relation between the termsosp-colonial’ and
‘writer’? How does a postcolonial writer’'s literargnd linguistic
inheritance affect his entry into the literary nmetfdace? ‘Caught
between the excessive novelty of post-coloniabinysand the excessive
anachronism of the canon’, Suleri argues:

Naipaul's language functions as a
fascinating paradigm for one of the several
difficulties at work in the definition of what
is commonly called the colonial subject. Its
temporal location is curiously threatening;
its safety is aligned to the ritual of arrival; its
fascination with disparate systems of
classification obviates the necessity of facing
the question of whether it is possible for a
postcolonial writer to exist in the absence of
the imperial theme. (Suleri, ‘Naipaul’s
Arrival’, 25)

Hinting at the urgent claim for authority that Nay's narratives seem
to make, Suleri suggests that Naipaul's languagstsxuncertainly
amidst questions of culture and canon, ‘equally voured of the
limitations implicit in both modes’ (ibid.). His teyuage exposes the
¢reach at the heart of ‘the colonial subject’, sthih their repeated
return to ‘the ritual of arrival’, his texts alsamore the persistent need
for the colonial subject to momentarily find a @aaf safety within the
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post-colonial world. Following this, Suleri intinegt that the post-
colonial writer’'s obsession ‘with disparate systeofsclassification’

perhaps deliberately delays the need for him tcstie his role within

contemporary cultural debates. Yet, for Naipaus ithis very question
that has been the major preoccupation in recensy&ar Naipaul, the
attempt to find an imaginative centre has led & rmature work to the
performative assertion of the identity of the writand the possible
reconciliation of his writing persona with his pastionial Caribbean
consciousness.

In his most recent work, the identification and ramkledgement of
authoritative discourse has had an important bgaon Naipaul's
engagement with the subject of the post-coloniaewrin particular, in
his 1987 novel,The Enigma of Arrivalthe negotiation of previously
authoritative and internally persuasive positiond heliefs is central to
the process of identity-formation presented intdy. Naipaul's novel
focuses on the relationship between landscapeatitee and history,
and their determinations on the writer and theimgiprocess.

The Enigma of Arrivatontinues the process with the barely fictional
account of a middle-aged writer, living in voluntagxile in England,
who is similarly engaged in a process of self-recgywhilstA Way in
the Worldsees the writer return to his native island of ifiaal, in order
to reconcile himself to his Caribbean beginningsd @& explore the
nature of his subsequent rootlessness. Each texidps a narrative
centred upon the arrival of the writer, and eachtigpates in the
emergence of a new writer who has learnt from bt pnd been saved
by his writing. Each text is then concerned witltracial process of
identity-formation.It is in ‘Discourse in the Novdahat Bakhtin most
explicitly lays the grounds for a discussion of thke of language in the
formation of identity, and where he suggests thatriovel as a genre
may be the best form for revealing the intricaaesner psychological
development. For Bakhtin the word in verbal disseuis a two- sided
act. It simultaneously belongs to the self anddtieer. This means that
at the moment of enunciation each individual speaike always
necessarily involved in the process of appropript@md assimilating
other words to their own individual consciousness,process of
answering others’ words and authoring one’s owndsoiThe social
world of verbal discourse is then, a multi-voicetd anulti-languaged
world, and in it (centripetal) forces of -culturalnda linguistic
centralisation are constantly challenged and heldhieck by opposing
(centrifugal) forces of difference and diversity. the process of verbal
interaction these linguistic tendencies inevitabéhter into contact and
conflict with one another; and, for Bakhtin, ittiss type of linguistic
performance that typifies the activity of the novel
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Naipaul’s novel may even be said to possess agaaital dimension,
primarily concerned with the decline of Empire dhd renegotiation of
the terms under which the contemporary world magdesidered ‘post-
colonial’.

The writer’s colonial education provides knowledgehis new setting,
but it is a knowledge of a certain kind- a knowledbat is supported by
the educational tools of empire and, as a consegu@nknowledge that
places the writer within a ‘continuing imperial @patus’. The idea of
England which provides access to the meanings efsiirrounding
landscape also depends on an untouchable quaditystinevealed in the
following comments: ‘So much of this | saw with theerary eye, or
with the aid of literature. A stranger here, withetnerves of the
stranger, and yet with a knowledge of the langwagethe history of the
language and the writing, | could find a speciaickiof past in what |
saw; with a part of my mind | could admit fantagiA, p.22). The
writer’'s language here is particularly revealingr,Fechoing the earlier
sentiment of ‘magic’ and ‘mystery’ placed arouneé tandlord’s estate,
here the writer's knowledge of the English literdargdition sanctions
entry to ‘a special kind of past’, a ‘fantasy’. Bowords or phrases
possess connotations of the romance of Englishrdtiiee, but more
importantly they also suggest a sense of priotadeed, acknowledged
authority. The writer's appreciation of ‘the hisgoof language and
writing’ is not simply a formulaic history of wordsovels and writers;
rather, it is a history, a past that has in a vegl sense determined the
path of his career.

The Enigma of Arrivabecomes a narrative in which the writer begins to
negotiate his own rootlessness, and finally face®Wwn otherness.

The question of how the writer ‘delineates thetretaof his language to
the canon of fiction written in English’, and howe leconciles the
fantasy of the English writer with the reality akltolonial background
is most immediately answered in the text itselfalphrase that perhaps
underplays the importance of the event, the waetates that after five
years of struggling to find a voice, struggling lwitmaterial’: ‘I wrote
very simply and fast of the simplest things in mgmory’ (EA, p.135).
This refers to the writing of his first boofiguel Street),and the
imaginative return he begins to make to the islahdlis youth in this
and other books. Moving between the poles of au#tme and
internally persuasive discourse, writing becomgsacess of salvation
and restoration and an integral part of the wistesurvivall2.
lllustrating this, at the central point of the nbwee writer confesses,
‘With me, everything started from writing. Writingad brought me to
England, had sent me away from England; had givenanvision of
romance; had nearly broken me with disappointment.
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Addressing the rootlessness of the post-colonidgewy The Enigma of
Arrival presents a post-colonial consciousness awakening to
independent ideological life in a world of aliersciburses, and suggests
that in the face of the legacies of empire andm@alem all identities

and truths are at least half fictions. In the cewsthe novel, this leads
the writer to conclude that there is no essentidl aniversal connection
between landscape, literature and history.

153



ENG 817 AFRICAN-AMERICAN & CARIBBEAN LIFHRIRE

UNIT 5: A SYNOPSIS ON HISTORICAL EMERGENCE AND
AESTHETIC OF IDENTITY IN DEREK WALCOTT'S

ANOTHER LIFE AND WILSON HARRIS'S THE GUYANA
QUARTET

Walcott’'s critical discussions begin to convergethwhis creative
intentions in the writing ofAnother Life,his book-length poem which
was first published in 1973. The clearest aspedhisf convergence is
evident from the way in which Walcott continueséspond inAnother
Life to the pervading sense of negation and nothingnesshe
Caribbean, represented by Naipaulse Middle PassageOne of the
first instances of this occurs in the final chagieBook One where, in a
moment of epiphany, the poet falls to his kneeswseéps ‘for nothing
and for everything / ... for the earth of the hitider [his] knees, / for the
grass, the pebbles...” and so on (AL, p.185). Fthimequasi-religious
terms, this passage describes the moment of this pmeversion to a
life of art. It also indicates a desire to shiftnegative (nothing)
perception of the island’s history to a positiverdigthing) sense of
acceptance and opportunity, as he seeks to findudifichis vocation by
naming the island. At the close of the poem thet fioels himself in
meditative mood again. Here he contemplates thenalesof history in
the Caribbean from the vantage-point of Rampanakyasmote fishing
village on the north-east coast of Trinidad. Watghhis children play
with conch-shells ‘in the brown creek that is Ramglgas River’, the
poet observes that, ‘that child who puts the skdibwl to his ear, /
hears nothing, hears everything / that the histooannot hear’ (AL,
p.285).

Addressing those historians who chase after fauds'@ild cruelty’ the
poet hopes ‘they will absolve us, perhaps, if wgith@again, / from what
we have always known, nothing’ (AL, p.286). Andelathe admits, ‘I
wanted to grow white-haired / as the wave, with rankled // brown
rock’s face, salted, / seamed, an old poet, / tache wind // and
nothing, which is, / the loud world in his mind’ I(A p.290). As in
Walcott's essays of the early-1970’s then, the idéanothing has a
significant part to play in the meaning Ahother Life.On one level it
operates as a performative that signifies the pigl@wosition adopted by
the poet to a linear sense of historical deterronain the poem. On
another level, it also signals a starting-point ttultural base from
which Walcott must proceed in his writing of Camdalm history as myth.
John Figueroa certainly supports this assertionnwine notes that in
Another Life'nothing is no longer only the experience of thgateve,
the depriving, the bitter’, rather, ‘It is at thery least, the emptying that
Is the necessary condition of creativity, of theshr start'4; whilst,
Edward Baugh more specifically remarks in his maoaph on
Walcott's poem that, ‘Rampanalgas is the nothingctvlis everything,
the nothing out of which something can be made’sa¥\Baugh means
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by this is that, within the world of the poem, Ranplgas acts as both a
reference point for the so-called absence of hisimnd an opportunity
for a new historical beginning, precisely becaus#e blank canvas it
offers. For Baugh, the former is shown in the opgrdescription of the
Rampanalgas landscape, which allows for neithéotyisnor meaning
(‘Miasma, acedia, the enervations of damp... ’, AL283); whilst the
latter is intimated in Walcott's celebration of th@oliness’ of
Rampanalgas and its inhabitants, who have bothvad\centuries of
physical destruction (‘*holy is Rampanalgas andhigh-circling hawks, /
holy are the rusted, tortured, rust-caked, blimdaxid trees, / your great-
grandfather’s, and your father’s torturing limbal., p.289). With this
final gesture of praise, Baugh suggests, Walcoérefa record of
presence and enduranceAnother Lifewhich, occurring as it does at
the climax of the poem, iterates and affirms theptal for cultural and
historical renewal where others have seen onlyhingt.

Described by Walcott as ‘a biography of ... a Wedian intelligence’6,
Another Lifeis a poem of the Caribbean mind, another accourhef
emergence of the Caribbean artist, that is botlsgmal and political,
individual and communal, and fundamentally autolaphical and
historical. Written as Walcott approached the afdoay, the poem
looks back to the ‘other life’ of the poet's youtind presents an account
of love, tragedy, celebration and death againsbtuwkdrop of his entry
into the world of poetry (he had previously thougiitbecoming an
artist) and his impending departure from his natsland of St Lucia.
Perhaps best seen as an ensemble pied&ather LifeWalcott pays
homage to three key figures in his early life- a@immons, a mentor
and art tutor; Dunstan St Omer, a friend and feléotist (known in the
poem as Gregorias), and Andreuille Alcee, his tost (often referred
to as Anna). Divided into four parts (mostly comgrithe period 1947-
50, but also moving up to the present, i.e. 19%8),poem consists of
four books and a total of twenty-three chapters,winich Walcott
employs a variety of poetic registers and stylernder to present a
complex, imaginative whole. In Book One, ‘The Died Child’, the
poem opens with the young Walcott surveying thewvicross the
Castries harbour during a day spent painting. Tdfere the vision
expands across the ‘sociological contours’ of tsland (AL, p.148),
taking in home and village, business and religioefore closing with
Walcott's acceptance of his vocation and inherigarfeollowing this,
Book Two, ‘Homage to Gregorias’, tells of how, ajowith his friend
Gregorias, Walcott immersed himself in his art.sTini turn occasions a
consideration of the methods and role of the NewltlVartist seeking to
intervene in the writing of the life and history tife Caribbean. The
second book closes with the outbreak of a fireuphmut Castries, and
against the backdrop of this event, Book Three,Sinple Flame’,
concentrates almost exclusively on the young pdete affair with
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Anna, who is also an emblem of his love for hiansl. Towards the end
of the book the poet’s departure from the islanthst approaching, and
with it too come feelings of betrayal. However,the poet leaves the
island ‘A Simple Flame’ closes with a simple butmgeelling evocation
of the names of ‘Harry, Dunstan, Andreuille’ (AL,2p7), providing a
reminder of the debt the poet owes to each. Infitm book, ‘The
Estranging Sea’, the mature poet returns to consiaerole of art and
the artist in the Caribbean, in the face of thedemddeath of his mentor
Harry Simmons. Most significantly, this leads himreflect once more
upon the ‘muse of history’, and it is here thatrha&kes clear his desire
to challenge the dominant recorded history of thlanids, that has
created a literature of remorse and revenge. Hisfha the possibility
for historical recuperation in the Caribbean, tlylouthe artistic
contribution of the region’s painters and writeis, reflected in the
dedication to Dunstan St Omer in the final lineshaf poem, ‘Gregorias,
listen, lit, / we were the light of the world! (Alp.294).

The closing lines oAnother Lifeprovide a testament to the enduring
influence of Harry Simmons, as well as a tributetihe inspiring
presence of Walcott's childhood friend Gregorialse poem is however
primarily a narrative of emergence and becomingwimch Walcott’s
apprenticeship as a painter and a poet is intipmatehnected to an
important process of identity formation, which urrt is connected to
the awakening of a distinctly Caribbean historisansibility. Like
Naipaul'sThe Enigma of Arrivaand Brathwaite'#\rrivantstrilogy, this
allows us to read Walcott'Another Life as another example of
ideological becoming in which the arrival of the ribhean writer
provides one of the major themes of the work.

Another Life begins with the poet sketching the outlines of the
surrounding landscape from the verandah of St MaGollege in St
Lucia, ‘where the pages of the sea / are a bodkolgén by an absent
master / in the middle of another life’ (AL, p.145)hus, in the opening
stanzas we see him making an initial claim on taelbean landscape
in the process of realising his art. Looking outoas the harbour, over
the ‘the British fort / above the promontory’, ‘thgables of the
St.Antoine Hotel’, ‘the flag / at Government Houseid ‘the last shacks
of the Mome’, the aspirant painter stands ‘mesneeritke fire without
wind’, waiting silently ‘for the verification of dail’ that will complete
his impression of the Caribbean (AL, pp. 145-14@¢ntifying himself
as ‘a prodigy of the wrong age and colour’ (AL, 4b), he hints at the
gap between his experience of the Caribbean andripeession of the
Caribbean that has thus far been recorded, anehyerstablishes a
close relation between art and politics in thetingi of the poem.
Surveying ‘a landscape locked in amber’, burnt wile colour of
sunset, he also provides an intimation of one efdéntral paradoxes of
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the poem, as his desire to seal and preserve #ve contrasts with a
desire to heighten and transform the region thrdugfart, and thus both
represents and re-enacts the conflict betweenrfiatod art in Walcott’s
remembrance of things past. Providing a good ittidicaof the way in
which history as a concept impacts upon an indafigduvision of
reality, this suggests, as Nana Wilson-Tagoe arghasthere is a clear
relationship between Walcott's ‘developing concepthistory and the
direction of his poetic style’ (Wilson-Tagoe, ‘Hisy and Style in
Another Life', p.51). In addition to this, it is my contention tha
Walcott's developing concepts of history and stylealesce in a
narrative of individual and cultural emergenceAmother Life,and that
the opening sequence also introduces the themestoiribal becoming
into the poem. The ‘book left open by an absenttenas not only a
reference to an artist's manual or collection oftsrthat a master might
leave open for his pupil, but it also suggests panong onto history
from which the poet can begin again and start anewyder to work
towards a notion of Caribbean history based upendha of history as
myth and a vision of man as elemental. Writing eswiriting the history
of the region as he follows the relentless, unfong rhythm of the sea,
the poet is given the opportunity to name his dlay an absent master,
who offers an alternative vision of the island amloduces him to the
worlds of art and literature and the attendant gi@xas of each8 9. The
word ‘begin’ occurs three times in the first twaarstas, and this
emphasis upon beginnings connects artistic potentitn historical
potential, as the opening of the poem presentsraenbof creation and
possibility from which the rest of the poem mudtdw. Certainly, this
sense of possibility is supported by Walcott’s angat in ‘The Muse of
History’, in which he speaks of‘the possibility aofan and language
waking to wonder’ in the Caribbean (Walcott, ‘Theudé of History’,
p.53), in as much as the poem portrays the figire@ Garibbean man
gradually able to erase the past from his memoxy emerge into a
world of Caribbean presence with a sense of elation

Responding to what he terms ‘the muse of histary’ Another Life

Walcott addresses the debilitating nature of thi$ ef dominant notion
of ‘History’, and instead suggests the need for ew nhistorical

perspective in the Caribbean. In Walcott’s poenstjaas of ‘potential’,

‘freedom’ and ‘creative initiative’ are central tbe main narrative of
historical emergence, and it is through the indigidemergence of the
Caribbean artist and poet that this process of maap is principally

revealed.

Wilson Harris

Wilson Harris and the Caribbean Nowa&liggest that both writers share
key interests which effectively circulate aroune tiotion of the cross-
cultural. Gilkes’ study is notable for its delibexadiscussion of Harris

157



ENG 817 AFRICAN-AMERICAN & CARIBBEAN LIFHRIRE

within a Caribbean context, and for its exploratioh the crisis of
identity at the heart of Harris’ fiction.

All of Harris’ novels bear the marks of his mixewcastral heritage and
argue for the recovery and recuperation of a hiduteforgotten past as
the basis for establishing a cross-cultural futur@tten described as
strange and difficult, Harris’ novels are perhagstbseen as complex
narratives of social and psychological crisis, imich the possibility for
radical change is born in those moments of tenswen opposing
visions of reality conflict and interact with eaother. For Harris, this
provides the opportunity to question the fixed ootiof an inherited
colonial reality, to dismantle the rule of absolti®ught that governs
the colonial consciousness, and to return to tls¢ fwarecover a more
creative understanding of the way cultures inelytadnd positively
interact. In novel after novel Harris maps out dmast identical
imaginative terrain, which suggests that each nbedias written is part
of an ongoing process of cross- cultural engagement

Harris’ trilogy was also written on the boundarytivbeen two worlds;
that is to say, it emerges at the moment when #rédlean is beginning
to move from a colonial to a post-colonial framekvdt therefore places
Harris’ text firmly within the complex socio-poltal context of the
period, and suggests too an analogy between foandl thematic
freedom and the desire for greater personal anitigablindependence
for the peoples of Guyana.

In The Post-colonial Studies Reade&kshcroft, Griffiths and Tiffin
describe the concept of place in post-colonial etges as ‘a complex
interaction of language, history and environmewcharacterised firstly
by a sense of displacement ... and secondly, nsesof the immense
investment of culture in the construction of pla¢p.391). InThe
Guyana QuartetHarris records this split sense of displacement and
investment, and replaces all absolute claims toeosinp of the land
with a notion of living interaction between man adaddscape. Before
he took up writing for a career, Harris worked darad-surveyor for the
Guyanese government in the 1940’'s and early 1951sl made a
number of expeditions into the interior of the cwyhO. In his novels
this expeditionary impulse reveals an inherent taggy and
ambivalence beneath fixed impressions of the lamd, an increasing
rejection of both temporal and spatial restrictiemsthe understanding
of man’s relationship to his surrounding environmelm his essay
Bakhtin proposes that ‘a literary work’s artistinity in relationship to

an actual reality is defined by its chronotope’ (51.243). In Harris’
Guyana Quartetthe key chronotopic considerations centre on the
writing of Guyana as an active, living, symbolicasp; a vast, mythic
region that provides access to the ancestral istbthe nation. Space
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predominates over time in each novel: ‘One of [K4rfictions most
striking attributes is that it takes place in digjed space. Gareth
Griffiths argues that, ‘For Harris space ‘annitelit time as it
establishes itself as the primary category, thenwoof space from
which and to which temporal structures and constns arise and
return’12, whilst John Heame comments that the napae of space in
The Guyana Quartegshows that for Harris ‘[the] sacramental union of
man and landscape remains the lost, or never estatll factor in our
lives’ (Heame, ‘The Fugitive in the Forest’, p.160)

In The Guyana Quartetlarris presents an image of Caribbean man as a
partial and plural being, further reflecting theaige of Guyana as a
plural space of radical and multiple potentialiti®eginning with a
partial, fractured notion of identity Harris opanslividual identities up
to other consciousnesses and cultures, and thusesmagal the
possibility for cultural transformation and renewhd each of the four
novels there are a number of characters- such @&eliGand Oudin- with
uncertain or unknown beginnings, whose ancestrddigunty points to
the problematic nature of identity. Though accemsdtrue, Carroll's
name is revealed to have been made up by his miotleeder to protect
him from his past (GQ, pp.68-69); whilst neithemikaor Mohammed
knows who or what Oudin is, or indeed where he ®inem (GQ,
pp.141-149). Harris suggests that it is a fataltakis to believe in a
fixed notion of one’s origins. Instead, it is nex@y to accept a certain
partiality, and to recognise that there are aspettne’s identity that
one cannot completely know. Just as environmentlamdiscape in the
sequence contain aspects of other realms, so &otitiyl and ancestral
inheritance are each shown to be subject to gagphe@mtradictions. The
acknowledgement of one’s partiality is at once aseaof vulnerability
and a potential source of strength. On the one haneveals a void or
lack at the heart of one’s identity. On the otliemakes plain that it is
from this space of absence or loss that any proogssstoration or
transformation must begin. No identity is sovereigrHarris’ fictions.
Rather, all of his characters interpenetrate watheother on a symbolic
and psychical level, and they are bound togethesutih a shared
history. Those with mixed parentage-such as Camesachomburgh,
Magda and Fenwick- contain within themselves thestjon of racial
and cultural intermixture that the whole communityust address.
Similarly, the crews assembled by Donne and Fenvack as a
microcosm of the national identity. Both crews @ntcharacters of
variously intermixed Indian, African, Asian, Eur@me(British, German,
Dutch, Spanish and Portuguese) and Amerindian aidra This
reflects the legacy of a history of colonialismtle region, and ties the
surviving fragments of the colonial period to thdsem a pre-colonial
age. It also establishes the connections that thedkey ethnic and
racial constituencies of the nation together. Ilatiren to The Secret
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Ladder, Jean Pierre Durix notes that via the motif of thewc ‘Harris
suggests that any solution to the history of etlupipression which has
plagued the Caribbean for centuries cannot lieni group ignoring the
needs of others’16. IRalace of the Peacoctje importance of the crew
as a collective body is made clear with the suggeshat, ‘The whole
crew was one spiritual family living and dying tdlger in a common
grave out of which they had sprung again from #raes soul and womb
as it were’ (GQ, p.39). This highlights the symbdtatus of the group
and hints at their shared origins or common angeSine paradoxical
combination of images of death and (re)birth sutgéisat the crew
encapsulate a memorial to the past and a visiotheffuture, and
implies that they exist on the boundary betweenscaus and
unconscious life. Donne’s crew is both alive anddjeand exactly
resembles another crew that had perished on agueyourney into the
Guyanese interior (GQ, p.37). In this sense, eaemiper of Donne’s
crew is a double, an embodiment of a life repedtech generation to
generation. In th@uartetas a whole, the mirroring of characters serves
to question a fixed or singular notion of identigynd instead suggests a
certain duality or cyclist.

Harris’ inscription of a regenerative ‘cross-cu#ticapacity’ withinThe
Guyana Quartefinally underlines the importance of the chronoscop
the threshold in his writings. At the close of eadvel Harris presents a
vision of a community on the verge of newness,hatthreshold of a
moment of radical transformation, and introducegs toncept of
freedom into a society seemingly governed by tlgadess of violence
and colonial domination. This thematic refrain bithes a point in
each novel when the possibility of change is astlgepsed, if not yet
realised.

Conclusion

From our critical exploration and extensivenesshis course work so
far, we have come to understand that African- Aoa& Caribbean
literature involves poetry and slave narrativese Tivil Rights and

Black Arts Movements played great roles in the ttgsaent of African

American writing. Nowadays, African American & CQaloean literature
constitutes a basis in the literature of the UnB¢ates.

Throughout the eighteenth and nineteenth centusksie narratives
emerged as a form of protest literature. Many farsiaves, including
Harriet Jacobs and Frederick Douglass wrote slaveatives about their
personal lives.

After the Civil War, several black writers emergaech as W.E.B Du

Bois. They wrote about the conditions of the black&).S.A. Later, as
the white society started to pay attention to thiicAn American
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writings, black writers used genres like fictiontaxkle these issues. In
addition, African American writings during the tweth century dealt
with the era of slavery to understand the present.

Summary

This course work attempts to show the studentgdémaow African —
American&Caribbean literature developed throughoue. In addition,

it claims that African Americans deserve equal tsghs the white.

The themes of African American& Caribbean literatuwluring the
twentieth century have developed through writingdifferent genres
which have helped the expansion of literature. dsfini American history
Is marked by racism and sorrow. Thus, African Aremi writers focus
on racial injustice. They were inspired by the nmoeat for African

American freedom. Indeed, African —American& Cagbh literary

production reflects the struggle for freedom andistourse of human
rights.

Tutor Marked Assignment
1. What are the common themes that dominate Cariblvesgks?
2. Discuss the aesthetics of identity and self @oi@e Lamming’s
In the Castle of my Skin.
3. What is the central message in Richard WrigBfack Boy
Discuss
4. Explore the literary background and writingsvo$. Naipaul
5. Discuss the thernes of freedom, inclusion angaverment in
the works of the following Caribbean authors:

Wilson Harris

Ralph Elison
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